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PREFACE 


The symbolism of love In Claudel's works has for its basic thorns, the gradual 
sublimation of a merely human love, even of a love baselv illegitimate, into a love 
which is altruistic, self-sacrificing and wholly sublime. These pages propose to 
study this sublimation as it occurs on its throe levels or stages of readiness. 

An Introduction includes the general themes end background; three Chapters analyze 
the devices, vocabulary, and symbolism proper to each level of love found in 
Ls Soulier de Satin and La Cantata a Trots Voix. 

-w mm * — ■■■■■■ ••• ■■■ ■ i mmmm mm mmmmrnmmmam 

In this present work, love is seen as principal protagonist, so a unifying 
element was sought to relate the various parts to the whole. In both Claudelian 
works considered, love's symbols are myriad; but one has been chosen — that of 
the sea. In Claudel's thought, the sea represents Ood as Alpha and Onega — the 
beginning and the end.^ Nature itself provides the analogy; as rain is swept 
from the sea to water the land and then flows back to the sea, so, love in a man, 
finds its source in Cod and its ultimate end. The setting of La Cantata a Trols- 
Volx, has been taken to provide the leit-motif. As in this ooem, love's song ls 
evor attune with the murmuring Rhone flowing into the sea, so in these pages, love 
is followed as it traces its course from tiny springe to ses-awept shores. 

The writer gratefully acknowledges the guidance and interest of 
Dr. Helmut Hatsfeld in inspiring end directing this study. 


^“Barbara Seine, "Paul Claudel: Prison and the Satin Slipper," Renascence, 

VII (1955), 177. 



INTRODUCTION 


"Lea connnia-tu b present , ces 
eaux oti .1e voulais to conduire?" 

( Soulier de Satin, III, 8) 

The mysterious paths of lore are Intertwined as they trace out the relation* 
ship between human and divine love, between the finite and the infinite. Paro- 
doxically, time itself and Its creaturely attachments must shape man to his destiny 
when time itself will be no more. 

Three levels of love plot out the course from finiteness to infinity as man 
gradually realizes his ultimate longing for the divine. Oh the first level, he 
senses the incompleteness of his love based on sensual pleasure. He realises that 

his horizons are limited, that he is not fulfilling the role proper to him. He 

feels himself to be superficial, fragmented, uneasy, unstable. The void created 
by human love can be filled with the divine although he can realize this only par- 
tially and confusedly. Consenting to some form of purification, the lover crosses 

the threshold from the first level of love to the second level. Quite often, it 

involves a period of separation, even voluntary separation. Total renunciation 
plays its part too, in the cleansing of love which is either illegitimate or too 
exclusively bound to the human. The third level, involving total self-sacrlfioe, 
brings the soul in proximate contact with Cod after its detours through paths of 
human love. The soul's fullest response to Clod is required in its ultimate union 
with Him who is Love. ^ 

By means of a gradual detachment, the Claudelian woman strips herself of the 
dross of her sensual desires in order to wit on the garment of selfless charity. 

Her inner transformation then reacts upon her beloved. Becoming an instrument of 
salvation, she evolves into a strong figure who draws her beloved away from his pre- 

2 Sister Francis Alien Riordsn, The Concept of Love in the French Catholic- 
Llterary Revival (Washington, D. C., T*$7T» p. lfiT. 
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dominantly selfish and passionate Interests for her. Slowly renouncing her own 
sensual love, she wins the strength for him to follow her to their cooraon end in 
Ood. Such a tyoo is Doric Prouheze. 

In this study, oarallels will be drawn by comnaring Dona Prouh&ze, the heroine 
of Clau el's Soulier do Satin , with the three young women appearing in his Doem, 
La Cantata k Trois Voix; La eta, Fausta, and ieata. These women each represent 
one of the three levels of love through which Prouheze painfully advances in her 
queat for the divine. 

Prouheze, in her initial love of Rodrigue, is willing and is, in fact desirous 

of giving her whole being to him, despite the obstacle of her carriage bond with 

Don Pelage.^ Yet, she is always aware that her overwhelming desire to be with 

Rodrigue is not in consonance with her duty as a Christian. She experiences shame 

and horror for her illicit passion in her words to Don Balthasars 

Ah! cela me touche plus que tout le reste. 

Oui, l'idee de trahir alnsl l'Afrique et notre pavilion, 

Kt l'honneur du nom da non marl, 

Je sals qu'll ne peut se passer de mol. 

Ces tristea enfnnte que j'ai recueillia,^ 
a la place de ceux que Dleux ne m'a pas donneis.... 

Je peux dire que cela me fait horreur. 

In fact, her astonishment at her own immoral inclinations leads her to implore 
Don Balthasars 

Alors du molns, 15 ez-moi, ne me lalssez 
pas cette cruell libertel 

Mettez-moi dans un cnchot profond derriere 
des barres de far! 

(S3, I, 5) 

Dven while ^ouh^se is on her way to the inn where she had secretly asked 
Rodrigue to join her, she prays to the Virgin to keep her from the evil pleasures 


3 The same situation exists between Yse and Amalric in Claudel's Psrtage de - 

Midi . 

kpaul Claudel, Le Soulier de Satin (Gallimard, 1929), I, 5. (The Roman nu- 
aarals refer to the Days; Arabic numbers to the Scenes) all subsequent references 
to this work will be indicated ass SR.) 
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she desires. After placing her slipper on the Virgin's hand, she pleadsi 

Vi&rge m&re, garde* dans votre main mon 
malheureux petit pied. 

Mala quand j'essayerai de m'elancer vers le mal, 
que ce eoit avec un pied holteux! la barriers que 
vous avee miss, 

Quand je voudrai la franchir, que ce soit avoc 
vne a lie rogneei 

tes, i, 5) 

Struggling beneath the tension arising from her sense of duty to her husband 
and her overwhelming passion, Prouheze is at first, inclined to satisfy her lower 
apoetltes. Tot, at the same time that she knows her desires to be immoral, she 
knows nevertheless, that she is somehow destined by God to lead Hodrlgue toward 
Hi*. Her very being cries out: 

Un tel desir m'e-t-il ete donne" pour le raal? 

Hne chose si fonrtamentalB, comment peut-fctre mauvaise? 

(ss, II, U) 

How can her seemingly opposed duties be reconciled within her? How can she 

remain faithful to her husband and still be instrumental in Rodrigue's salvation? 

The voice that calls her to Rodrigue becomes more and more insistent t 

Quand mon maStre m'appelle, il ne euf r it que trop 
a retenir cette 3me, contre tout droit, qui est a lui, 

Mon time qu'll appalls at qui lui appartlsntl 

(SS, I, 5) 

Although Prouhfcze is aware of her vocation to lift Rodrigue to the sublime, 
she submerges this awareness beneath her passionate love for him. Her attraction 
toward him ie fostered primarily by carnal desire rather than by an altruistic 
sense of responsibility for his soul. Sensual desire, then, is the first level 
of love experienced by Prouheze. 

The corresponding level of love found in Ie Cantate Trolx Vo lx , is personi- 
fied in Leets. Born of a Latin background, Ieeta le a young girl engaged to be 
■arried. She yearns with all her being to be united to her tieloved whom she ex- 
pects to come. Desire, yearning, expectancy, characterize her as they also charac- 
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terise Prouh&ze. Both women live in the future; for then, both hope to ful- 
fill their cherished hopes of union with the beloved. The present moment has 
■leaning only in so fsr as it contains thousands of possibilities for the future. 

Lasts' a situation, however, is a moral and legitimate one, but she is unable to 
♦ 

look beyond her level of love. In her "Cantique du Rhone" La eta expresses her 
yearning! 

Car quoi servant les pieds sinon a se joindre a la 
course qui les entrains? et le coeur 

Sinon a compter le teraos et attendre la seconds imminent*? 

1% la volx, sinon k joindre la voix qui a commence avnnt elle? 

Et la vie, sinon A Stre dormee? et la femme sinon a etre une 
femme entre lea bras d'un hoane?^ 

Prouheze voices the same passionate desirei 

Rodrigue, je suis a toil Rodrirue, je vais a toil 

(3 S, I, 12) 

Despite her unregulated passions, Prouheze begins to realize her true end in 
Ood evn when she is on the very threshold of satisfying her sensuality. After es- 
caping from the inn where Don Balthazar has her under his surveillance, °rouheze 
scrambled frantically up a steep incline, forcing her way through brumbies, pit- 
falls, and thickets. Her one thought is that now she can save Rodrigue from death. 
She knows that he lies seriously wounded in his mother's secluded castle) she 
knows that she will only have to gaze upon him to cure him. Tet, having arrived 
at the castle, 'Youh&ze demurs) she does not go to see Rodrigue, although he re- 
peats her name over and over in hia troubled sleep. 

Meanwhile, Don Dslage has caught un with Prouheze ami demands to be taken to 
his arrant spouse. Upon meeting her, he asks her what kind of happiness she ex- 
peots to rive Rodrigue if he does live. Prouheze declares that she can only bring 
him the hepoiness of one word, a word which will prevent him from hearing any other. 


^Claudel, La Cantata a Trole Voix (Oallimard, 19U8), p. 3l». (All subsequent 
references to this work will he indicated as: CTV, followed by the page number.) 
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This word, continues °rouheze, is her soul. Her husband's quick retort reveals 
the situation as it really exists. He declares that she can give her soul to 
Rodrigue only if it is totally hers to give. Hut she cannot give to Rodrigue what 
she has delivered forever into another’s hands. He, her husband, haa been en- 
trusted with her person. Finally realizing the seriousness of her marriage vows, 
Prouheze assures Don p elage that there is not a movement in her body which would 
tell him that she no longer belongs to him. Furthermore, she clearly apprehends 
the truth of her husband’s words. If she wore to give herself to Rodrigue, she 
would not be riving her real eelf but only an idolatrous substitute set up by her 
own hand. She could never satisfy him fully, for ehe is United by her vowed loy- 
alty to another. 

•fotwiths tending her moral obligations, however, Prouheze still retains an 
unbounded desire for Rodrigue and, in addition, expects him to desire her. She 
does not think her desire immoral, for ehe believes it to have divine origin. After 
Don Pelage insists that what doos no good can only be evil, Prouheze asks if it is 
true that she can only be the cause of Rodrigue’s damnation. Pelage assures her 
that she can do him tho most good by simply doing things good in themselves, by 
doing her duty, by being faithful to her marriage contract. In fact, she con do 
Rodrigue positive good if she would agr-'e to renounce him, to leave him, and to 
follow her husband’s elans. 

Prouheze accepts the challenge with regret, but she sets out for Africa where 
ahe Is destined to defend the fortress of ’fogador. Knowing that now, ehe will have 
only hor menories of Rodrigue, she relinquishes any future hope of meeting him on 
earth. The constellation of Saint James, from its vantage point in the sky, looks 
down upon the two lovers who sail away from each other*— one bound for Africa, the 
other for America. They are separating one from another, and yet, they follow one 
another. Realizing that the earth will never witness their union, they both look 
up to heaven to find their roots there. 
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Prouhbse's second attitude of love exhibits a moral advancement from her 
first one, iliysical union is seen as impossible, It no longer forms the basis 
of her thoughts or yearnings. The earthly desire for the beloved still exists, 
but its realisation is forsaken, Fhysical separation is embraced voluntarily by 
ft*ouheae even whon Hodrigue, sent to Mogsdor by the King, demands to see her. At 
first, his insistence for an audience with her gains for him a curt not - ?* "Je 
reate. Partes," Then, their shadows merge on the wall — symbol of their spiritu- 
al relationship, A single word seals their mutual kinship on earth— "never"— 
this one word of frustrated love. Henceforth, human pleasures are impossible for 
then. 

Rodrigue, however, still nourishes his fleshly desires; he is a lamp, fed 

by the oil of his desire; yet, he is a lamp whioh will never shed light because 

it is frustrated in its devouring flame* 

C'est ner alls qua Je me nourris de toi oonme 
la larape fait de l'huile, 

De cette hulls dont brGlera ctemellement , 
cette lampe qui ne rlusslt pas a en faire de la lundere. 

(3S, n, lii) 

In this second level of love, ^rouheae finds her prototype in Fausts, a 

young woman aeoarated from her husband, Fausts' s short married life was happy; 

but now, her husband is away from her end is confronted with continual perils. 

Her future encompasses nothing but apprehensions and feora. From day to day, her 

life is shrouded in hopelessness. She finds her happiness in retrospect, however, 

and she always keeps in mind loving thoughts for her husband in his hardships. 

Possessing no hope, she is envelopped by the past; she is steeped in her memories, 

Renouncing desire, she erabrsces regret; relinquishing hope, she courts despair, 

J'ai aauve du temps qui passe 1' amour 

C'eat en vain que la distance et le sort nous divieentl 
Js n'ai qu'A rentrer dans non coeur pour St re avec lui 
et qu'i farmer lee yeux 

Pour cesser d’etre en ce lieu ou il n'est paa. 

Cette liberte" du moins, Jela lui ai retiree, et il 
ne depend pee de lui de ne pee etre avec moi. 
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Rt je ne snis a* 11 m'sime, ses dessoins me sent 
inconnus et l'acc&s da sa pan ade m'est intar.it. 


(CIV, 52, 5U) 


Prom a carnal lenre unfilled by choice, Prouheze gradually advances towards 
the reality of a fulfilled spiritual love. Her entrance into this highest level 
of love occurs slowly. There la no rapid metanoia, nor Is there an abrupt over- 
throw of her former feelings of unfilled love. She firmly believes t"at Rodrigue 
has been created for her* 

Oui, ouii Oul, je crola du fond de raon coeur 
que o' eat pour mol qu'U a ete ores et mis au monde. 

(SS, 1X1, 8) 


Little by little, Prouheae realises that she is Rodrigue's means of salvation. 

Rodrigue's attraction for her will make him less proud and less egotistical. The 

angel speaks to Prouheae about hint 

Cat orgueilleux, 11 n'y avait pas 
d* autre moyen de lui fa ire comorendre le 
prochain, de le lui entrer dans la chair} 


(SS, III, 8) 

The purification of Prouh^se's carnal love le seen In her uneasiness over Ro- 
drigue's love for her) but her angel declares i "Sin also serves." While it is 
not vood that Rodrigue desires her, still, his illicit love teaches him to be de- 
pendent uoon 8omoone other than himself: "II eta it bon que tu lui apprennee le 
dtslr." (SS, HI, 8) 

Prouhdze, as a necesaarv instrument for Rodrigue's salvation. Is to be for 
him, a star— a star which guides and illumines from afar off. Prouheze, recogni- 
sing and accenting her vocation, rejects the desiree of her former lovej she re- 
jects the false image of herself that she had fabricated from illusion and sir.) 
she rejects all that is not sealed by the living Imprint of God. The heights of 
self-sacrificing love are manifested by Prouheze in her last encounter with Rod- 
rigue. Her counsels to him reveal the sublimity of her renunciation; she has 
given all) she has taken nothing for herself) yet, ehe has gained all in her 
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Sol 8 gen^reux a ton tourl ca quo 
j’ai fait, ne peux-tu le fa ire a ton tour? 

Depoullle-tol ! Jet to toutl 
Donne tout a fin de tout recevolrl 

SI nous allona vers la joie, qu ' import® 
quo cela eolt lcl bos a l'envers de notre 
approximation corporelle? 

(SS, III, 13) 

Noe purified, Prouhese' s love for hodrigue etsms essentially from her love 
of Ood. Her only desire is to give him this God with whom she is filled so com- 
pletely. 

Je veux etre avec toi dans le princinel Je veux 
epouaer ta cause I je veux a p prendre avec Dieu a 
ne rien reserver, a 6tre cette chose touts bonne et 
tout donnde qui ne reserve rien et a qui l'on prend toutl 

Prends, Rodrigue, p’-ends mon coeur, prends mon 
amour, prends ce Dieu qui me remplitl 
Js force par laquelle je t'aime n'est pas 
differente de celle nar laquelle tu existes. 

Je auis unie pour toujours a nette ohose qui 
te donne la vie 6temellei 

(f>5. III, 13) 

United completely with God, Prouhete loves Rodrigue in God. Hers is a pure 
love of friendship, a love whose principal end is God, a love which reaches out to 
tha beloved in a wish for his highest good, e love which ultimately wishes the 
union of the beloved with Ood. Having renounced physical union with Rodrigue in 
this life, Prouhese thereby st tains spiritual union with him in the mystery of 
divine love. 

Prouhese has realised that by doing the things suggested by self-love, she 
Ignores God end frustrates her own happiness which is necessarily bound up in 
God, She has realised t^at Ood is the only end of her being} and that by doing 
tha things of God, she reaches Him, and so fulfills herself aa a parson. Possess- 
ing God, she possesses all things. 

This last and most perfect level of love attained by Prouhese can be compered 
to the attitude of Pwata in La_ Cadtate Troia Vo lx . Beata, a native of Egypt, ia 
• widow whose husband died soon after their marriage. For Beata, the past cannot 
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be re-lived and the future holds nothing; there Is only the present. In contrast 
to Lsata and Fausts* Beats seises the present moment* this Instant of time which 
la somehow linked to the eternal now. Having no regrets for the post or hopes for 
the future* Beats simply accents her state. Rising above passing things* she la 
rooted In eternal things. Having lost her beloved* she possesses him anew In the 
oaaseless near of eternity. With Prouheae* Beats has true possession which ever 
renews itself In the depths of her being. 





CHAPTER CWS 

THE FIRST LEVEL OF LCVE 

Pi « • 

"...Cotta region dee sources ou 
cheque goutta d'aau qui tombe h6~ 
aita entre lea pontes qui lui aont 
offertes..." 

(SS, III, 1) 

In analysing the atyliatio characteristics of the first level of love, it is 
Interesting to note that several elements serve to emphasise its baseness, its 
eanauality and its spiritual depravity . These elements, characterised by the 
Juxtaposition of pleasiire and duty, reveal the predominate role of fleshly pleasure 
In the outset of the works considered. In the case of illegitimate love, the im- 
balance between pleasure and duty is quickly perceptible; duty, far outweighed by 
pleasure, serves to underscore the animality of the initial love between *rouheae 
and Rodrigue. Prouhese seems quite willing to set aside her marriage vows for the 
promise of a few moments of pleasure. In the caae of legitimate love between 
lasts and her betrothed, the foremost duty of man and woman to bod is subservient 
to their human hapolnaae. 

A predominate thome linked to the portrayal of pleasure is the relationship 
between the sexes. Depicted in broad, blatant strokes, this relationship reveals 
■an chiefly as the agent, ae the one who acta; whereas, woman is usually presented 
as the one who is acted upon. Han's nature is stylistically sketched by strong 
substantives; his actions are portrayed by powerful prod ice tee. 

Han la a possessor whose arms, all-embracing, grasp all to himself. As the 
■oav8lier" (c, TV, 30), he emerges as the dashing young man whose life is resolved 
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In ■enaual love. As "cet orgueilleux" (SC* III, 8), he stands before woman, proud 
and arrogant. As the "puissant lion” (CTV, 31)* he stalks woman as prey. Man Is 
supreme over woman) his sensual domination Is paramount. One pregnant locution 
mirroring his stature In the first level Is enunciated by Lasts who acknowledges 
her love and desire of man as domlnator* "Que d' tut res louent la rose et Jo louer- 
al 1'hoBsae libre* imprenable, Inattnndu* le male* le mattre, le premier* l'anima- 
teur." (CTV* 31) 

Basio to hie role as "le premier" and as "le mattre," man is foremost, "l'ani- 
aateur". On a natural level* woman is only the other "half") she Is not self suf- 
ficient* but la meant to complement nan in the union of their beings. Her vocation 
can only be expressed in his. La eta asks again and agalnt 

Car a quoi a art d'etre uno femme sinon pour etre cuelllie? 
tit cette rose sinon pour etre devor^e? St d'etre Jamals nee 
Sinon pour etre a un autre et la prole d'un puissant lion? 

(CTV, 30) 

Que ferons-nous, qui ne puls etre une femme qu'entre sea bras?... 

(CPI, 14*) 

Man, when he is alone, also feels his lack of fulfillment on the natural level* 
but hie desire for union laoks the Implication of a permanent state of commitment. 
Hla* is only a temporary fulfillment. It la therefore In thie direction that 
Rodrigue declares his intentions t 

C'est son corps qu' 11 me faut* paa autre ohose que son 
corps* la scelerate complicite' de son corps 1 

On Joulr et m'en debarrasserl Js n'en serai pas debar- 
rasse' autrement. 

Ehauite la re Jeter... 

(SS, IT, 8) 


This Initial conviction does not distinguish between right and wrong. Laeta 
•Iso rsveala this tendency* "Car a quoi serve ... Is volx* sinon a Jolndre la 
volx qui a commence' avant elle?" (CTV, 3l*) In exactly the same way. Dona Prouhese 
•dnlts the beloved's rights over her to complete her as a being* "Qu'ai-Je a mol 
qui ne lui epiwrtienne?" (SS, I, $) 

As "le maltre", man is primarily husband with the role of lord* of ruler, of 
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natter, and so exercises his supremacy over the woman in an imperious sovereignty 
derived from the marriage bond. Don Ralthaear therefore speaks to Dons Youheze 
of her husband t "C'est Don ”elag6 seul qui est votre gardlen." (SS, I, 5) He 
it is who rules) his will, by necessity, becomes woman's pleasure by duty, not 
by love. Theoretically, Prouhese recognises her subordinate but tragic position 
with regard to her elderly, not-loved husband, when she explains to Balthasar i 

... qusnd mon maltre m'appelle, il ne suffit 
que trop a retenir cette a me, centre tout droit, qui est a lui, 

"on ame qu'll ap?»lle et qui lui appartlentt 

It is at this point that she becomes a "heroine." Lasts, less hampered 
by circumstances, echoes the same sentiments of Prouhese when she speaks of her 
fiance's claims over her* 

Ah, qu^il me prenne sur son coeur et jamais ses bras 
ne me paraJtront trop durs, 

fit qu'll me tue s' 11 veut pourvu qu'il ne me laisse point 
echapperl 

'"ne substantive can perhaps sum up the entire image of man as he plays his 
role in this first level of love. He 1s "le Male", the male whose essence lies 
completely in his sensual appetite for the female. More bestial than rational, 
his personality seems limited to animal drives. Living up to his "en-soi" as 
anmal, he does not reveal harmonious balance between matter and spirit to which 
ha ought to be consonant. Acting In conformity to his instincts rather than to 
reason, man seems to live for raw animal pleasure. He does not even consider 
rationally, the biological-providential Implications of hie drives to change 
them Into "romance." 

In contrast to man's domineering personality seen in the first level of 

HHip) * Mt + 

love, the woman, rarely characterised as an Independent personality, appears 
primarily as a oaasive body, as the mere receiver of man's actions upon her. 
Utterly subservient to men, woman's vocation is limited to the physical fulfill- 
sant of their mutual pleasure. She ie portrayed principally in terms of her 
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body which is the instrument destined to delight her lover. Consequently , 
the concepts of women end her body semi to merge and assume a synonymous meaning. ^ 
Representing for man, a vessel of pleasure, woman is de-personallzed into a 
Mrs capacity. Her body becomes a potential giver and receiver of pleasure. It 
•lone can fulfill man's craving or alleviate the aridity of hie yearning, or fur- 
nish the inner glow of well-being. As "une coupe de vin", and even more eo, as 
”une grande urne pleine d'un vin sans prix", (OTV, 30), woman la destined by her 
nature to pour out her hidden store upon her lover. The angel of Prouheze hears 
her murmur « "Je sals que je suis un tresar pour lui." (SS, I, 12) Furthermore, 
woman la not "une amphore vncillante,” (CTV, U2), but one which ie always brimming 
over j her treasure remains ever renewed. Man has only to lift the pitcher to hie 
lips and drink to satiety, Leeta rejects platonic friendship as an absurdity; 

■Ah, s'll ne veut pas epuiser la coupe, 11 ne faut pas y raettre lea lavras." (CTV ,1*2) 


high spiritual tone informs much of Lo Soulier de Satin, yet this tendency 
la vividly contrasted to the representation o7 t‘ e purely corporal which la on a 
rather lew plane. Consequently, Jarring references to the human body often appear. 
The liver la spoken of as "une enclume ou lea demons viennent forger le mensonge;" 
the lungs as "d'affreux soufflets;" the entrails ae "un paquet de reptiles d'ou 
s'^chappe une vapeur infect et balsamique." (SS, I, 11) 

Pood la portrayed <r. glowing sensuous Imagery; Don Balthasar describee the 
feast set on the table before hlmt 

Le doux et le eal^, ces coquillagee bleue comma la 
nult, oette belle trulte rose sous sa peau d' argent comma 
une nymphe comestible, cette langouete ecarlate, 

Ce rayon de miel, ces grappes transluc idea , ces figues 
trop suertfes qul s'entrouvrent, ces peches commes des globes 
de nectar ....... ........... 

(ss, I, l U) 

Claudel seems to take pains to emphasize the dichotomy between flesh and 
spirit by these and other references which underline the purely material and sen- 
suous aspects of matter. However, as the spiritual gains ascendancy In the work, 
the more material recedes into the background. 
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Yet, woman questions the quality of love In sensuality. She sees that she 
tarings momentary satisfaction to nan, bit she foresees his eventual lassitude of 
soul arising from the disruption of harmony between matter and human spirit. 

Dons Muslque observes her role in her lover's eyes: 

C'est moi, petite, oui| cette joie stupids sur 
son vilaln visage. 

La justice dans ton coeur, ce rejouissement sur 88 face; 

(SS, I, 10) 

Dona Prouh&ze replies* "H n'y a rien pour quoi l'homme soit mol ns fait qua 
la bonheur et dont 11 se lasse vite." (S3, I, 10) 

The woman, weakened by her own sensuality and by her lack of personal dignity, 
capitulates to man's desires and compromises herself In order to fulfill them. 
Following Prouheze in her frantic flight through the brambles as she rushes to Ro- 
drigue, her angel notes her passionate feelings: "Regardez . • • ce qu'll y a 
dans ce coeur desesptfre!" (S3, I, 12) 

The woman, unable to discover meaning in herself apart from man, gradually 
loess respect for herself. Dona Prouheze refers to her body as "une depouille," 
as slough, as cast-offs fit for nothing: "C'est une depouille que l'on Jette aux 
pieds de celul qu'on airael" (S3, I, 5) Her personality becomes effaced by the 
pleasure she offers and it becomes tantamount with physical beauty. Her womanly 
nature is lost) her apnearance counts for all. While speaking to his Chinese 
servant, Rodrigue adiits his infatuation with the beauty of °rouhezu* 

lies sens. . . slant trouve' enfln la Beaute', 
cette figure devant laquelle nous sommes si contents 
de dieparaftre. 

Tout oe que nous lul demand ona est que noue 
n'aynns plus pour tou jours qu'd ouvrir lea yeux pour 
la retrouver. 

Ce fut son visage que je vis en me r^veillant. 

(S3, I, 7) 

Before sending iiodrlgue to his difficult post in the oolonies, the king re- 
solves to have him gaze upon the faoe of Dofia Prouheze once again in order that 
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he be filled with her beauty end thus be stimulated in his love. Rodrigue is 
entranced with feminine beauty; but his servant, Isidore, is not. In woman, 

Isidore sees a purely corporal being destined to be preyed upon by demon, worm, 
and fire. Hie words again delineate the discrepancies between matter and spirit* 

Qu'est-ce que cette femme que vous aimez? Au dehors 
cette bouche peinte comme avec un pinceau, ces yeux plus 
beaux que s'ils d talent des boules de verre, ces membrea 
exactement cousus et ajustds? 

J>ais au dedans c'est le chagrin des demons} le ver, 
le feu, le vampire attache' A votre substance 1 La matters de 
1'hoTrrae qul lui est entidrament soutirAe et il ne reste plus 
qu'une femme brlsee et detendue comma un corpuscule de cricri, 
horreurl 

Que eeront dans cent ans ces cent livres de chair feaelle 
auxquelles votre ame s' est amalgamee comme avec un crochet? 

Un peu d* ordure et de poussifcre, des os l 

Further references to the human body, particularly woman's are quite repulsive, 
thereby underscoring the low regard in which it is held when considered apart from 
its Informing spirit. In the meeting between Isidore end Jobarbara on the moonlit 
beach, Jobarbara alludes to herself in the following terms: ". . . Je bondis comme 
on cochon, je claque cosmo un poisson, je tourne corme un petit canonl" (SS, T, 11) 
The observation seems to be mutual, for later on, Isidore colls her: "Impur alli- 
gatorl enfant musque' de la boue et gros ver de oarue basaei" (SS I, 11) 

Separated from her lover, woman completely loses her sense of being. Her 
tortured desires, seeking him in an agonised but futile leap of spirit, are frus- 
trated by the physical separation of body from body. Once • treasure in union, 
bar body becomes but a prison in separation. It becomes woman ’a enemy, for it pre- 
rants the communion of being so ardently sought after* "Que perles-voua de ce 
corps quand c'ent lui qui eat non ennemi et qui ra'empeche de voler d'un trait 
Juaqu'a Rodrigue?" (SS, I, J>) 

The relation of woman to man is that of servant to master. Utterly dependent 
upon hia whims and fancies, woman must submit to him. Pela ye informs his wife 
unequivocally* "Vous etea a moi tant que vous etea capeble de me rendre service." 
(SS, I, 5) 
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The subservience of women to man elaborated by Claudel's use of substantives: 
visage; corns? coupe da v^n; grande uma; trlsor; depouille ? Heaute'; ennami; is 
brought out quite effectively by his use of predicates, too. Relating to man, these 
predicates show much fire, na salon, utter domination. Re In ting to woman, they re- 
real acquiescence, submission, utter subservience. 

Fbysical desire in varying degrees is the chief characteristic of the predi- 
cates referring to man's action on woman. Don Rodrigue manifests it to his servant* 
"Isidore, ah! si tu savaia comme je l'aime et comma Je In desire !" (S3, I, 7) 

Driven by his powerful desire, Rodrigue mocks anything remotely spiritual in 
Rrouhese which might frustrate his designs: "Je me noque de son ama l C'est son 
corpe qu'll me faut , pas autre ohoee qua eon corpe, la sellers te compile ite' de eon 
oorpsl" (SS, II, 8) Hie passion for pleasure is foremost in his thoughts* " Wa 
Joolr et m'en ciebarrassert" (SS, II, 8) Rodrigue ie accurately portrayed by the 
king who describes his burning passion with images suggesting fire. His heart 
bums) his spirit, devoured by flames, la compared to a hell where the eternal 
fires afford no rest* "Je me pis is a ce coeur qui brule et a cat esprit ddvorant , 
a oa grief eternal qui ne la less ^ l'esprlt point de repoe ." (SS, IT, 7) Don 
Palage also recognizes the fiendish state of Rodrigue's passion which la encouraged 
bjr the king* "Si voua le plongea en enfer, ne craignes-voue pas qu'il y rests?" 

Bat the king loosely acquiesces, as it seems, to Rodrigue's self -damnation* 

■Tent pis! Lui-merae l'a voulu . . ." (SS, II, 7) 

The general tenor of the predicates used to characterize Rodrigue can be 
divided into four main categories whioh fall under general headings oft desire) 
acquisition) pleasure; rejection. The pattern demonstrated by these four themes 
la typical of a love based on physical attraction and sensual pleasure alone. The 
beloved is urgently sought) the lover yearns for her with all his being. 

Rodrigue's triple cry for Prouheze at Mogador shows the intensity of his desire: 




Prouheze, m ' entendez-vous ? 

Prouheze, Vouhaze, m' entendez-vous? 
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CSS, II, 2) 

Once near his beloved, the lover takes her almost by force, so much is his 
Mgerness for her. Laeta describes it thus in the "Cantique du Rhone" i "Ah, 
qu'll la prenne daracinee et perdant l'ame antra ses bras." (CTV, 30) He takes 
bar, leads her away, carries her off with him. Further on, without the hindrance 
laplylng adultery in Prouheze, the biological triumph continues in Laeta t "Ah, 

•'ll ne veut pas l'enmener, il ne fsllalt pas l»ii prendre la main!" (CTV, kk) 

The king speaks of Don Rodrigue In relation to Rrouhezs: ". • .qu'll 
l'aaporte avec lull" (SS, II, 7) When the beloved is finally in possession of 
the lover, the (greatest pleasure is expected. The experience must be at the 
highest degree of enjoyment (en Joulr) | the cup of pleasure must be drained dry 
(•pulsar Is coupe ) ; reeling pleasure must Inundate the lover ( qu'll e'en souls ) . 

The final stage of this first level of love is reached in final rejection of 
the once alluring prise. Her mystery run out and drained dry, the beloved no 
longer appears as the tantalising charmer. She is simply an empty container, use- 


leaa, without attraction, a worthless vessel to be discarded, an oblation poured 

out upon fruitless ground. 7 Rodrigue states unabashedly: 

En joulr et m'en debarrasser! Je n'en serai pss 
debar rassaf' autrement. 

Ensuite la rejeter ... 

(SS, II, 8) 

However this contempt is counteracted by the no lees boundless desire of 
•oeon mho, in this stats, does not see her worthlessness, her lose of instruments* 


Uty after giving herself over to the passions of her lover: "Et qu'll me tue 
•'ll veut ..." (CTV, 30) 


^Claudel, Theatre, IT La Villa (Maroure ds France, 1920*1912), p. 29k. 
Coauvre too, notes man's laeF of lasting happiness : "Pourquoi done ne noua 
•str-11 pas perils de trouver satisfaction dans Is femme? / D'ou vient os malen- 
tendu entre lea sexes et cst.te separation irreductible?" 
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The first level of love in the woman is not ae clearly delineated, for it 
involves a more complex psychological progression than the one experienced by mam. 
However, a faint pattern can be discerned in four movements of the woman's ceyche. 
After a period of eager awaiting, there is a voluntary giving of self. Paradoxi- 
cally enough, though, the self given by the woman is not considered as her tarn 
possession. She sees herself as a kind of chattel who does not find her true 
nature unless it is united to another. fnce having found this desired union, she 
wishes for nothing else. She is complete in her nothingness. Verbs of desire, 
of hope, of earnest wish, stylise woman's innermost urge. Lasts exclaims: "Ah, 
qu'il me prenne sur son coeur ..." (CTV, 30) Dona Prouheze, in her passionate 
daalre to be with her lover, admits to Don Balthasar that she sent a furtive 
latter to Rodrigue: 

n rouh£se: Je ferals mleux de ne pas vous dire que J'ai envoys" 
oette lettre. 

Balthasar: Une lettre k qui? 

ftrouhdse: A Don Rodrigue, oui, pour qu'il vienne me retrouve 

en oette auberge prdcisement ou vous allez me condulre. 

(SS, I, $) 

During her agonising wait for her lover to return, Lseta demands: "Car a 
quoi servant les plods slnon a se Joindre & la course qui les entrains? et 
la coeur / Sinon a compter le te-ros et attendre la seconds i^minente?" (CTV, 3 U) 
ligerness and willingness characterise the gift of woman's whole self to want 
•Je lui donnerals le aonde entier si Je le pouvaisl" cries Prouhese. (SS, I, 5) 


further on in the play, she adds: "Si Je me donne, est-oe autrement que tout 

cntlsre? " Laota manifests a similar eagerness: 

Car a quoi servent ... la voix sinon a Joindre 
la voix qui a counence" avant olle? 

St la vie, sinon a etre donnee ... 

(CTV, 3U) 


Self-possession is not envisaged for woman in the first level of love. The 
oonaistent use of the possessive construction, etre a, as applied to her, shows 
susan to be a shadow, lacking substance, lacking self- identity. Quite paradoxl- 
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oally, her being la wholly other} yet. It is strayed by selfish forces. Prouhese 
cannot resist her lover's oellt 

... quanri non malt re m'appelle, 

11 ne suffit que trop a retenir cette ana contre tout droit, 
qui est a lul, 

i!on erne qu'il appelle et qui lul a p; 'art lent. 

(33,I,$) 

In her vision-like dream with her angel, she calls out to hint "Rodrigue, 
je aula a toll • . . / Je sals que je suls un tresor pour lui." (S3, I, 12) 

Breaking all barriers, she stops at nothing to be near him: 

Rodrigue, je suls a toll Tu vols que j'ai ronpu 
oe lien si durl 

Rodrigue, je suls k toll Rodrigue, je vals a toll 

(SS, IT, 12) 

After the tremendous thrust of passion has abated, Prouhese sees Its debili- 
tating effect upon her; but still, she Is in its embrace, unable to escape its 
grasping tentacles. Reduced to nothingness, she has nothing with which to withdraw 
heratslf from her abysmal chasm, and so, she sinks deeper Into her void. Her deci- 
sion la marked in the following dialogue between Prouhese and her angels 

L'anges Voudra ia-tu lui donner le mel? 

Prouhese r Oil, plutot que de rester sHnsl sterile et 
ini’econde, ce que tu appelies To real.' 

L'anges te mal est ce qui n'exlste pcs. 

Prouhese s Unlssons done notre double neant. 

(3S, III, 8) 

United with Rodrigue, Prouhese ' s nothingness oan only be doubled for It inr* 
plies an Increase of moral evil, and therefore, a corresponding lack of goodness. 

Her human reasoning oan derive no other alternative. Qnptlnesa, void, frultlessneas, 
sterility, are then, the producta of the first level of illegitimate love. Rased 
purely on primitive drives, this initial love could not have resulted in any other 
and. Its mode of expression is wholly limited to the mire of unpriced human 
•clitence and cannot expect to be released from its clinging, grasping, fingers of 
clay. 
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Here, it la quite evident that Laeta cannot counterbalance Prouhese In a 
consideration of their love. Laeta 1 a love is after all, legitimate) the love of 
frouheee la not. 0 The question may wall be posed i how valid can the comparison 
between Laeta and Prouhese be, since morality is necessarily contrary to immorality, 
let, considering the vast differentiating factors in human relationships, any love 
tdraits of various degrees. 

The first level of love is concerned with human love in its relative exclusion 
of the divine. Although in different respects, both Lasts and Pronuhfese failed to 
tend towards God. While Prouhese, in her contemplated adultery, rejected Him, 
laeta, nonetheless, disregarded Him. For her, hor impending marriage with her be- 
trothed is her whole purpose of existence. As Laeta is only able to attune her 
ear to the natural foroea of the wind "tout baa" and "l'eau qui pleure," so her 
qpopic spiritual vision prompts her to regard human love as an end In Itself, 
lmraver her glance falls, Laete seems to remember her forthcoming marriage) the 
Rhone valley resplendent with golden fields strikes within her the note of fruit- 
fulness j the swift clouds traversing the somber sty remind her of the river boats 
often carryinr among their passengers, newly-wedded couples) the clot ids remind 
her too, of those same boats heavily laden with their cargoes of ripe grain* 

C’est alnal que sur Is Rhin naguAre 
J'ai vu lea barges chargees de foin, portant les nouvea ux 
marida et leur cortege, sur le miroir dee eaux resDlsndisnantes. 

(CTV, 63) 

Aa the three young women in the Canticle await the coning of the dawn, the 
first breakthrough of the sun, they sit in quiet repose, their attention focused 
•bora, and their faces turned upwards. Che critic has seen their vigil as symbo- 
lic of the soul's wait for the coming of Christ Who la the Sun of Justice in the 

® Other Claudelian characters also image laeta on a less virtuous level* 

In ( Parts go de Midi) , and Pensee fie Here Hunllie) . 
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tradition of the Church’s Advent liturgy — n Qrlens ; 0 Sol Juatltiae i 

It now bee one s quite evident that every phrase of the open- 
ing lines of la Cantata a trols volx relates to this coming of 
the Sun, Christ. " Jiefca^'austa, Beats, are Advent souls with one 
hour between the., and the call of grace in the coming day, between 
germinal spring and fruitful summer. The whole person is gathered 
up into an alert, enraptured waiting. . . .9 

As Laeta waits with her two companions, she describes their expectancy: 

... Assises et demi-renversees 

Eh robes solennclles 

D’oh depnsse la oolnte d’un pled dorel 

(CTV, 18) 

Laeta's reference to "un pied dare" may indicate a certain vanity or a certain 
concern with the material world which prevents her from wholly turning her attention 
to the divine. She a rain turns her thoughts to her future snouse: "Celui que 
J'spouse d amain m’aimera-t-il toujour a de ra&mo?" (CTV, IP) As if to underline the 
pcraanence of the material, she and Beats chant of the seasons, the fruits of the 
aerth, the succeeding generations of men, but Beats seems to see beyond to the in- 
visible world, while Laeta, hampered by her limited vision, rests in the visible one: 

Bests: La fleur qui est deja Is fruit, 

Laeta: Seoence de tout oe qui commence 
Beata: Or de tout ce qui est fini l 

Laeta: Le prin temps qui expire, 

Beats: Conduit a sa maturite, 

Laeta: L'ete sans fin a l'ete, 

Beata: Dans le don inextricable 
Laeta : De l’etre a l»6tre semblable, 

Beata : Se peasent~l ’ immortali’tirf 1 

(CTV, 69-72) 

Laeta 'a basic concern and wrapt attention in the here and now of her sensual 
happiness, la then, her weakness which prevents her from turning to Ood. With her 
hwn love which was meant to be a kind of divine detour to the love of Ood, she 
■da an impervious shield destined to shut out the light of his love. Along with 
PWuheas, she remains on the natural level, never aspiring to rise higher. 


^Riordan, p. 16U 
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CHAPTER TITO 

THE SECOND LEVEL OF LOVE 

"J'ontends la Ver aana fin 
qui briso sur cea rivapes etemels." 

(9% III, A) 

The course of love, having its aource In Hod, ia shown by Claudel to advance 
•lowly towards ita end In Cod. Welling up from creative divine thought, love 
flows In man through ever-widening shores. Released from narrow tumultuous 
rtpida. It courses on to wider, more silent streams, until it loses itself to 
intarningb with the expansive, plumbless sea-depths of divine love, ha water 
naturally seeks its level, so human love would seem to seek out the level for 
tiiich it was c sated, namely, the level where the divine inundates the hximan. 
to its way, nan's love is often veered from its channel, trapped, or dantned over, 
but little by little, as it surges from its shoaled barriers, it acquires those 
•hsracteri sties identifying it, however remotely, with its divine counterpart, 
tfore human love ia totally "other" and innersed in the divine, however, it must 
sxlure an intermediary period of sublimation. 

Ch this second level of love, self still oredoninates, yet it coexists with 
l itron- sense of otherness, initiating a kind of intrinsic tension between self 
and other. Torn between powerful desires of both flesh and soirit, the soul 
ttrucrrles in a desperate attamDt to aohleve the delicate balance between them. 

This coexistence is even the subject of the Jesuit's prayer for his brother's 


Miration* 
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Et s'il desire le mal, que ce soit un tel mal qu'il ne 
soit compatible qu'avec le bien, 

fib’ s ' 11 ddsi're le d^o?^, un tel d^sordre qu'il im- 

plique l'dbranlement et la fissure de ces murailles autour 
de lui qui lui barraient le salut. 

(SS, I, 1) 


Stran 'ely enough, this prayer apparently pleads for the intermingling of 
good with evil. But of what stuff can such a love be fashioned? If evil must 
•list, it must be only that objective not subjective evil which can be compatible 
with good. II’ disorder must be present, it must be only that disorder which will 
crack the terrible barriers keeping Rodrigue from salvation. Herein lies the 
oore of Claudel's thought on evil, sin, and death. In his allusion to the oft- 
quoted proverb found at the beginning of Lb Soulier de Satin : "Deus escrive 
direito oor linhas tortas," Claudel recaptures the "etiam peccata" of 3t. Augustine- 
even sin serves. Caught up in an immense, almost overwhelming vision of cosmic 
entities, Claudel views the sanctifying role of every creature, of every good or 
of any void caused by the lack of goodness in man's state of "viator." In this 
sense, evil can be compatible with good for it may act as an instrument to gain 
a future good. 

An analysis of this second level of love according to the stylistic traits 
employed, again shows how form enlivens content and quickens it. Cn this level 
of love, as on the first level, pleasure and duty are juxtaposed. However, 
while physical pleasure outbalanced duty on the first level, it is clearly 
challenged on this subsequent level. Census 1 pleasure is seen as passing and 
ephemeral; physical presence is not as jardently sought; there is uncertainty of 
fulfillment. In his long talk to Isidore, Rodrigue insists: "Ce n'est point 
eon corps ch^ri jamais qui r^ussirait a me contenter ... mais plutot ce besoin 
drfaesper^ que J'ai de son ame ." (SS, I, 7) Earthly contentment rising from 
eerthly joys is no longer seen as paramount. Dona Prouheze is asked by Dofla 
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'fua^que: M Ne voulez-vous pas son bonheur?" I’rouheze replies: "Je veux qu'il 
seuffre ainsi." (*3, T, 10) 

In the course of the sublimation of the two lov s, both elements of the 
first love are discernible: luxuriance in baseness and acceptance of soiritual 
depravity. Nevertheless , the rou^h, black outlines of these two factors have 
faaed, so that now, they are not as sharply defined, nlatant statements regarding 
physical desire do not appear. The spiritual in n»n is recognised as a necessary 
note in him, and while man on this level cannot assent exclusively to divine 
values, he retains them as future goals. At no time, are they mocked outriphtly. 

Moat worthy of note is the marked change in the relationship between the 
•axes. The previous position of man to woman aa agent to passive receptor, no 
longer exists on this level. The woman slowly assumes the active role assigned 
to her as instrument in Ood’e plan of salvation. She is still the giver of 
gladness, but now, the gladness expands beyond her and her lover. With va ving 
degrees of success, the woman is able to direct her lover to another Joy 
transcending them both. True, it will be a Jov of sense pleasure mingled with 
•plritual pleasure, for the sublimation is not yet complete; yet, this higher 
Joy marks the outset of Joy found in Ood. In "La Cantique du coeur dur," Pauata 
reviews what she will say to her husband when he returns from duty: 




Qui est-tu? au nom de qui viens-tu? pourquoi 
oe aourire strange et ce visage compose? 

He croi a pas que Je sols celle qu'on desarme avec 
une nult de printempe et cea fausses moiasonsj 


Disl oetle exception terrestre est-elle 
d 1 une autre plus parfaite? 


(cn, 75 ) 


In contrast to the first level where man dominated woman, man sees on the 


■econd level, that he does not even dominate himself. In 'odrigue, there is an 
rareness of the terrible tensions tearing him apart. Were he either a saint or 
a totally depraved individual, he would have no difficulty in acting; he would 
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•imply obey either hie inspirations or his Instinct as the case would be. He 
cynically remarks to Camille: 

Pour un saint ou pour un honmo de l'espece que vous 
decrivez, 

"out est simple. I,' esprit perle, le desir oarle, c'ost 
Men, F!h avantl il n'y a plus qu'a lui ob4ir aussltot. 

(S3, II, 11) 

Rodrigue, quite correctly, considers himself neither total saint nor total 
•inner. He is a creature between the two, struggling to rise above the ever- 
pulling drag of body. The decision to relinquish the body and reta'n the snirit 
•Kolueively is still too difficult! for his spiritual desires are too caught up 
with the Physical. v et, there is an inexplicable element to his earthly love 
whioh he cannot understand, but which criea forth from his consciousness. Don 
Camille points out th8 two polarities in Don Rodrigue t 

Vous voullez satiafalre a la fcis votre a me 
et votre chair, votre conscience et votre penchant, 
votre amour, corane vous dites, et votre ambition. 


M'est-ce pea une chose risible de vous voir demander 
e la fois et d'un soul coup 

L'esaoinrissernent du corps et celui de l'ame? 

(S3, n, 2) 

Hut Don Rodrigue can neither distinguish nor choose >etween these two 
Interior forces so lntimatel” Intertwined within him: "Rst-oe ma faute si en 
aoi las deux natures sont rejointes si fortement au'elles no font qu'un? (S3, XI, 2) 

It would seem that on this second level, man's role in relation to woman 
revolves about three major themes which oortrav Mra as: "gentilhomrae," as "marl," 
•a "l'honwe blease . " The coarse, brusk manners of man seen previously, now 
appear smoothed over, filed down. The substantive, "gentilhonme," occurs often, 
both in direct address and in incidental references. 

Aa if to reinforce the courtly atmosphere surrounding the orotagonists in 
Ls Soulier de Hat In, complete titles are now impressively assigned them the 


French chancellor is referred to as, "'tonaieur le Chancellor de Prance" j the 
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viceroy of Maples la addressed "Votre Altesse;" the archeologist is spoken to aa 
"'ionaieur le Savant,;" the chaplain la n ' r ons*eur le Chapelainj" the 'ing is 
•ltemately: "votre )!e jests," "Sire,” "Monsieur le Foi." fSS, IT, o) The 
•hip's captain speaks to flodrigue as "Vonseignsur;" Camille addressos him as 
•Votre Seigneur ie. M (SS, II, U) Considered together, these titles, by their 
■are frequency, tend to suggest a note of dignity and grandeur which was lacking 
on the first level. 

However, dignity ie manifested not only by nobility of birth, but also by 
nobility of soul. The attitude marked by the polished but sincere manners of 
polite sooiety is broadened by genuine concern and consideration for others. 

The noble soul places itself last for the good of others. Fausta's husband 
wriures a forced separation from his wife because of his devotion and duty to 
•erve his Polish homeland— 1 "une mission sans espoir l'appelat ailleuro." (CTV, $0) 
Th« good of the whole is subordinate to private ha niness: "ce n’ost pns seule- 
aant lui et moi, c'est tout un peuple en nous qui desire et qui eat pnrtagtf." 
fcrr, 1,9) 

Rodrigue's essential loftiness of soul, if at times latent, certainly shines 
farth when he rushed ahead, risking his own life and ambitions, in order to ssve 
the pilgrims fro* attack. Immediately, upon hear'ng gunfire, he rises to his 
feat and reaches for his sword i ,n< on epee l Colons au aecoura de Mona lour saint 
Jooques 1 " (SS, I, 7) Later, Hon Fernand thanks him warmly for his bravery but 
Rodrigue receives the accoladejhnmbly with no immediate thought for himself. 

Don Fernand i Seigneur cnvalier, je vous remercie. 

r ton Rodrigue: Je svis heureux d ' avoir pu sauver 'ionaieur 
Saint Jacques. 

Don Fernand: Ce West nullement a Saint Jacque qu'en 
voulait Monsieur. 

Don Hodjr 1 guei II a 'eat battu comma un gentilhonme et 

j'ai cru que je n’en viendraia pas a bout. 
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Don Fernand i Vein fsontez-vous aerieusement blesse? 

Don -odrique * Feu de chose. Bormez-raoi l'une de cos 

voitures. ; -*on serviteur prendre soin do moi. 

(SS, I, 9) 


Heroic stateliness of character, understanding, justice, discernment, are 
•lao credited to ^odrigue by his own soldiers who, while preparing for the loop 


▼o:age to America, anxiously await news of their wounded loader. 


’Vendor cavalier: 

Deuxieme cavalier: 
Don Oil: 

Premier cavalier: 
Deuxieme cavalier: 
Troisiemo cavalier: 


Ft tou jours point de nouvelles de 
notre Aohille? 

. . . ilfucune nouvello do l'hommo. 

Je jure quo je no oars point sans le 
Seigneur ra odrigue ... 

Rodrigue est un homme just enters tons . 

. . . Qui a les youx ouve'ts quand il faut. 

• . • Et fermds quand il est n<fces ia're. 

H connait le soldat, Messieurs l 

(33, II, 1) 


While man's image is substantially changed on this level from the "cavalier" 
to the suave "pentilhonr>e," his foremost image ia that of "raari." Since T’auata, 
Prouheze 1 a direct counterpart on the second level, is a married woman enduring 
l painful separation from her hueband, the image of man as "mari" is rather 
easily discerned in I* Cantata a Troia Voix . As her hus'and never appears on 
the scene, his qualities do not appear directly, but must be approximated from 
the dialogue. Ae husband and wife, the two were together only one day: "Hote 
entre mea bras d'un seul jour et qui repart domain." (CTV, 51) Their impending 
separation must have intensified the couple's mutual af faction j their brief 
■eating must have served to strengthen their love forever. Fausta believes in 


her husband's love for her, yet because of the short time they wore together, 
she naturally feels that she does not really know him: "St je suppose qua son 
ooeur m'est ouvert, mais je sals que eon esprit m'est forme, et il ne me dit 
point ce qu'il pense." (CTV, 1:9) But Laeta reassures Fausta of her husband's 
lasting concern for her: "Mais il t'aime, tu le sals." (CTV, 52) Although 
Fausta realises that the enforced seperation from her loved one makes him as • 
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■tranger to her, her heroic aelf-sacrl flee enables her to remember that ahe and 
bar huaband har ored no reservations to their marriage vows. They would accept 
ahatevor* circumstances life offered: 

Waia que ra' importe ce ''isoge feme et ce sourire 
ambigu et ce coeur qui ne se livre pasl 

St raoi, eat-ce quo Je lui livre le mien? 

'lous ne fines pas cos conditions, le jour de noa 
opouaaiUes. 

(ctv, 55) 

To her husband, as well as to herself, the bond of marriage ia sacred and 
•aathers any difficulty which may beset them. 

epeatedly, in I« Soulier de ~atln , the figure of Don Pelage appears as the 
loyal, but unloved huaband, the fa’thful spouse ever witnessing to the sacredneaa 
of hia marital union with Prouheze.^ 0 He does not seem aa one who is obat ■ nately 
•slf-rightcous but rather as one who repects the ties binding man and wife. 
Although he may regret hia mistake to have married a young woman aa an elderly 
■an, he knows that he cannot in conscience release Prouheso. 

Croyez-voua que je n'aie pas l'amo or.sez grande 
pour l’affranohir, s'il eut dependu de moi sans crime? 

•■*ii, mais ce que Dieu a joint, 1‘home ne peut le 
aeparor. 

Ce n'eat past l'amour qui fait le mariage mala le 
consentement. . . .on presence de Dim: dana la foi. 

(ns, ii, 3) 

Despite all trials, marriage ia utterly irrevocable and he, aa a husband 
bound by the sacrament, must honor its claims untiljhia last breath: 

Jusqu'b la fin do noi-odme, juoqu'b la demi&ro 
parcelle de ce consentement que deux tares sont capeblea 
de se donner l'un o 1’ autre, 

Bon gre, mal gre", 

Oela qu'elle m'a donne', je ne pourraia le lui rendre, 
quand Je le voudrals. 

(SS, II, 3) 


l^Don Camille whom Prouheze marries after the death of Pelage and <eaa of 
ftrtage de Midi, also experience the sorrow of nonrrequited love. 
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'revious to his marriage, Pelage tried to do all he could to make it a good 
one i he prayed, he asked for guidance, he placed his cares in the hands of his 
life-long protectress, the Mother of nod. He truly loved °rouheze and wished 
to give her peace and joy. Tet, he failed; Prouheae does not love him and seeks 
iffection elsewhere. Anxiously, he asks hl-self: "Pour l'epouser est-ce 1* amour 
on 1* intelligence qui me faisaient faute?" (SS, II, 3) Now, in conscience, 

Palage cannot let Prouheae run astray; he must bear Judgment on her actions; 

■*e aavez-vous pas que je suis un juge?" (SS, II, 3) His duty is to remain with 
her and to be devoted to her while seeking a means to keep justice intact. To 
Dona Honoris, he exclaims: 

Ns suis-Je point son mari? n'ai-je point mission 
de l'assister? l'abandonnerai-je dans son agonie? 

Menez-mol a sa chambre. 

(SS, II, 3) 

Pelage's solution, of course, to keep °rouheze out of an illegitimate union, 
it to offer her guardianship of the fortress at Mogador. Separation of the lovers 
•t any cost lies at the basis of the plan. He thus brings out the inclusion of 
thla painful factor so vital to the development of Prouheze's love. 

Man's final role on this second level, is that of "l'homme blesse." While 
on the first level, he was the agent striking out— the self-suf ficiant one; here, 
ha realizes, however vaguely, that self-satisfaction does not bring total fhlf ill- 
sent to anyone. After Camille mockingly tells Rodrigue that love suffices unto 
itself, Rodrigue replies: 

Et moi, Je pense que rien na suffit a_ 1 ' amour 1 
Ahl j'ai trouve une chose si grande l C'est 1' amour 
qui doit me donner les clefs du monde et non pas me 
les retlrerl (SS, II, 11) 

The "all" of his desire reaches out more and more to embrace some irresistible 
food irtiich always draws away temptingly from his grasp. Rodrigue's brother, the 
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Jwuit, describee this "homme blesse" : 

Et dcja Vous lui avez apprle le deslr male 11 
ne se doute pee encore ce qua c'est que d'etre desire. 

Appronez-lui que Vous o' e tea pes le seul a pouvoir 
etre absents l Liez-le par le polde de cet autre dtre 
sens lui si beau qui l'appelle a travers 1' intervene l 

Faites de lui un homne blesse" pares qu'une fois en 
oette vie 11 a vu la figure d'un angel 

I, 1) 

The Jesuit Father prays further that Rodrigue be wounded and hurt by the 
vary disorder which brings him so much pleasure. The irregularity of his life 
amt in itself provide the wedge to crack open the walls barring salvation: "Rt 
•'ll desire le d^aordre, un tel desordre qu'il implique l'ebranlement et la flasire 
da oes mure llles a u tour de lui qui barralent le salut.” (SS, I, 1) 

Vary humbly, man acknowledges that woman has found his vulnerable point, that 
hi Is wounded, and that he is forced to acknowledge a paradise other than the 
•arthly one so pleasing to his senses: 

0 femme, tu l'as decouverte, cette place que tu 
ne pouvals en raoi attelndre que les yeux femes l la 
voile done au fond de mol, cette blessure que tu ne 
pouvais me falre que lea yeux femes l 

C'est toi qui m'ouvrea le paradis et o'est tol 
qui m’empeches d'y raster. 

(SS, II, Hi) 

Rodrigue acknowledges further, that he cannot yet gain access to his newly 
found paradise for he needs to be purified, cauterized until his flame shines clear 
sod bright. He must wait until he can face Ood alone. His love of woman gives 
wrath but no light) and this pleasant warmth destroys L0V5 through love) 

Ah l o'est en oette blessure que jo te retrouvel 
C'est par a He je me nourrls de toi carome la lampe fait 
de l'huils, 

De oette hulls dont brulara etemellement cette 
lamps qui ne rtuasit pas a en fairs de la lumiero. 

CSS, n, lli) 

The characteristics of "l'hoowia blesse,” are manifested in Feusta's husband 
•Iso. Exiled from his homeland, separated from his wife, sent on a hopeless mis- 
sion, he wears a mask moulded with a forced smile: 
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Ah, quo jo rovoie encore oe visage caressant et 
ferae, et ce fr&re qui ne peut quitter le masque, et 
ce sourire lentement sur see levres, terrible a voir l 
Nous seuls savons ce que nous avons scuff art. 

(CTV, U0) 

And if this man does return from his desperate mission, he will face a pain- 
ful homecoming to a world changed in his absence. Fausts will have advanced to 
• purer love for she will have realised the vanity of earthly things and earthly 
loves. She will say to him them "Tout est prat, tout est mur, tout est vain.” 
(CTV, 67) And he will inquire of her* "Rsb-ce la cette Feusta que J'ai aimefe? 

Cti eat le prlntempe? Ou ect la couleur de l'enfanoe?" The purified spouse, 
deepened by sorrow, matured as the golden wheat of late autumn will respond* 

■II n'y a plua que de l'orl C'est mol, o non epouxt" (CTV, 67) Caught up into 
mean's mare penetrating spiritual vision, then, man is diverted from passion, 
force, and pleasure in order to embrace honor, duty, and Buffering.^ 

For the woman, the second level of love is one of movement. Never etatio, 
bar love vacillates through three stages of expression. Now entwined in matter, 
bow soaring spirit-like, now compromising both matter and spirit, it oac ilia tea 
and often tenters precariously on its delicate balance wheels. The process of 
sublimation becomes alow and tedious when it is not eo much a question of spiri- 
tualising sensuality, but of chanring its object. Yet, there is a faintly dis- 
cernible movement forward end upward ae love, still unpurified, advances toward 
spiritual heights. 

Wosrnn gradually forsakes her role of receptor to beoome the agent instrumen- 
tal in man* s well-being. The plainly physical is abandoned as the light and dig- 
nity of her spirit assumes ascendency. Gaining at least partial possession of 
herself, ehe is able to give of herself while knowing that this giving must ever 
rensln on a spiritual plane separate from earthly aspirations. Several leit- 


l^The problem was also treated by Gabriel Marcel in Le Hort de dans in. 
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aotifs emerge from these considerations: separation; self-donation; personal 
dignity; instrumentality; all of which transform love into charity. 

The theme of separation is perhaps most characteristic of woman's decision to 
assume her destined role. After Prouheaa's frantic journey to join Rodrigue at 
his bedside, Bhe never meets him. Although there seems to be no exterior circum- 
stance preventing their meeting, TYouhese never fulfills the object of her flight 
to Dona Honoria's castle. Instead, she meets her husband there, avows her fideli- 
ty to him, end obeys his order to leave for IJogsdor. In these actions, lies her 
greatness. Conquering her fear of Pelage, rising above her passion for Rodrigue, 
obeying without love, she accepts separation fro- her lover forever. Paredosc 
•sens to be the major vehicle of communicating the separation theme, for the sepa- 
ration implied by Claudel la in itself a paradox. Eternal union in Cod is to be 
brought about by personal separation, wherefore "non nubent neque nuhentur." As 
both lovers soil away, the figure of St. James, identified with the constellation 
of Orion, marks their departure: 

Je vo is lee Billons quo font deux ernes qui 
se fulent 'to la fois et se poursuivent. ... 


On house, une femme, tous deux me regardant 
et pleurent. 


(SS, II, 6) 


Separated from earth, the lovers begin to perceive eternity. The paradox 
of souls who flee and yet follcar each other le resumed in subsequent lines. 
P-ys'csl union is renounced definitively, yet union of spirit is still an 
aspiration: "huand la terra no sort qu'a vous seperer, e'est au oiel qua voua 
rstrouverea vos racines." (SS, II, 6) 

The oonatellation also represents the paradoxical union-separation of the 
tso lovers. It nerves as a link between the two hemispheres whloh separate 
Rodrigue and Prouhese. both can look up (s-mbol of eternal aspirations), to see 
tbs constellation; united to it, they are linked to each other as instruments 
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of Mutual sanctification and salvation. 

Moi, phara entre lea daux mondea, coux qul 
l'ebiae ampere n'ont qu'a me rogarder pour ae trouver 
ensemble . 


Voua me ret rouTes come un point de repere. Bn 
moi vos deux momremants s'uniesent au mien qui eat 

eternal. 

r SS, II, 6) 

^heroaa Prouhese' s first separation from Rodrigue was the result of her 
hoaitant submission to her husband’s order, her next separation was fully willed 
a»d deliberate. It was her decision alone to send away Rodrigue without seeing 
him on the occasion of his official visit to '.ogador. In the king's message 
brought by Rodrigue, Prouhess was offered the possibility of abandoning ! 'ogador 
to return to Cpain. Rodrigue was moat interested in this proposal, for although 
ha knew that he and Prouhese must remain apart, the prospect of her being with 
bar husband instead of with his rival, Don Pantile, was less distressing to him. 
In addition, he looked forward to personally bringing her back to Spain, for 
then, he could be with her at least a short time on the same vessel, "rouhdze, 
however, refuses the king's counsel end chooses to remain guardian of the 
fortress. Her short, ©xplioit reply i "Je rests. Partes," reflects her deter- 
alnation to remain separated from Rodrigue despite his desperate pleas which 
•he must have heard ringing out in the stony silence of the great halls. Yet, 
Rodrigue refuses to call her a third time even though Don Camille Indicates 
that she might weaken and come to him. He acquieaoes to the divine law which 
forblda their uniont "st-ce mol qui al ecrlt sur la pisrrs cette grande Lol 
(jui noua sopere?" (SS, II, 9) 

The double shadow, found in Scene thirteen, is the decisive symbol of the 
onion-separation motif. Being composed of both the shadows of Prouhese and of 
Rodrigue as a result of one single merging image on a wall, this shadow is the 
only one in the "Place of Shadows" which cannot claim a master. Having come 


Into existence, it cannot cease to be, yet its constituent parts will never be 

Joined again. In complaining tones, it bemoans its fate: 

3t la reconnaissance de lui aveo ©lie ne fut pas 
plus pronpte qua le choc et la soudure ausaitot de 
leura amas et de lours corps sans une parole et quo 
mon existence sur le aur. 

"aintenant Je norte accusation centre cot honrne 
et cette femme par qui J'ai exiate' une seconds seule 
pour ne plus finir et par qui ,1’ai ete iraprimee sur 
la nage de 1' eternity l 

(3S, n, 13) 


Separation ia further reiterated in staccato beats by the use of the word, 
Juno Is, eh'ch figures in six anaphoric verses continuing the essential paradcoc 
of never, occuring forever i 


.Jaraaisl 

Jamals, Prouhezal 

Jamais l e'est la du moins une ecpece 
d'etemite avec nous qui pent tout de suite 
comnencer. 

Jamais Je ne pourrai plus censer d6tre ssna 
lui et jamais 11 ne pourra plus cesser d'etre 
sans raoi. 

(SS, II, UU) 

The subsequent passage indicates the means of separation and the reason 
for it, Marriage vows are the lsmdi ate obstacle between rouheze and her lover, 
it first. Pen 1‘elago was the Impediment} at hie death, Don Camille becomes the 
lagal barrier by his marriage to Prouhese. According to the view presented, 
the marriage partner, while unloved, still affords Prouheae the necessary 
itibllising force which ahe needs to forgo adulter:;: 

H y a quelqu'un pour tou Jours de la part de 
Dieu qui lui interdit ia presence de mon corps. 

Parce qu'il l'aurait trop aime'. • . • (SS, II, Hi) 


^'Tie marriage between Camille and Prouhwse was one of expediency ue to 
their peculiar situation at Mopador. Furthermore, Camille used his threatened 
•postasy as blackmail to force Prouheae into marriage. In le 'Are Humllie , 
frnaea and Orso also oontraet a marriage to avoid scandal. 
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ProuhozG realises that Hodrif-rue would lose himself in hia passion for her 
If he wore given free rein to do so. Earthly separation therefore is her only 
recourse* "Le connals-tu a Dresent que 1'horme et la fearoe ne pou valent s’ aimer 
ailleurs que dans le peradis?" (S3, H, ill) 

r>eperstd on characterizes Faust a particularly as the young wife whose love 
has been consummated but who must remain apart, from her hus’end.^ At first, 

•he resents this unavoidable circumstance but struggles to bear it. Little by 
little, she beoones aware of its hidden value and even of its importance. Her 

pain, her suffering, her longing merit for her the grace of insight wh'ch 

» 

purifies her view of life. L>he cornea to sea wealth, her native land, human love 
on different planes until she herself rises to become mature as the ripening 
harvest about her. In her hesitation to accept the separation, though, Fausts 
Is similar to Prouheze on the first level when she reluctantly absented to go to 
liogador. austa oould not bear the thought of her hue >and's departure. With 
laeta, she sin^s in a delicate counterpoint, her feelings for the beloved* 

Laeta* H ne sort pas du jardin ... 

"austa* C'elul qu'une femme jr retient ... 

Laeta t A^ec un lien trAs 6trrit , * 

Feusta* La neire de ses bras ... 

— — (cTVj 39) 

She is eager for his return* "Ve-t-i. 1 revenir domain?" (CTV, 19) She 
dwnairs to recapture the v 'sppiness that was hers but for s single moments 
■Tout passe qui a coonenoe'j" (CTV, 20), this happiness which reached its summit 
and oould w' sh for nothing more: "Quand tout attaint le sonmet et demande a 
n'atro plus. ..." (CTV, 20) Her >>eauty will fade quickly and her husband ia 
gone In the flower of her youth* "remain noua ne serons plus belles." (CTV, 20) 

Mother wives in Claudolian drama resemble Faustas the selfless Uimir ( Le 
Rili^Dur)| art ha (L'Bnhenge) j who fully realised her marital responsibilities} 
Ella (La Vllle ) . 
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However* in the depths of her being, Faunta senses the importance of separation 
from him and seeks to plumb its eternal mystery: 

Chants, expllque, 

Ce qu’au fond de mo n coeur je comprends deja 

Obscuremcnt, comment, ce moment unique, 

CuproEto et le plus aigu, 

flour un moment est deja' ce qul ne passera plus* 

(CTV, 21) 

In the seemingly hopeless void of her loss, she yearns to find meaning: 

• • . explique-leur nourquoi 

La bonhaur 

^Sft 'de oefcte houre mono 

bu celui que notre coeur almo nous manque. (CTV, 22) 

fly means of the same luminous vowel sov:nd [oc] In bonheur, houre, and coeur, 
the three elements of Fausts’ s position aro linked together and serve to emphasise 
lto paradoxical import. Vaguely, she realises that happiness can be found at 
the very moment that her love is gone. This roallzation marks her acceptance of 
the separation vfi 4 ch she finds so soul-sear’ ng. Tlthin her, Fausta sees the 
separation lifted from an earthly plane to a more spiritual one. It marks the 
parting of body from soul, the freeing of the spirit for a greater li k >erty. The 
■oon, located between heaven end earth, see « to be a symbol of her state as she 
Struggles away frost earthly considerations towards heavenly ones: 

oette la rape qui ost entre le ciel et la terra. • • 


Soulevent, penetrant l’ame, appelant, dilatant, 
data chant l’ame du coma ... 


Du soraneil qui est entre la mort et la vie l 

(CTV, 35-36) 

In I> Soulier de Gatin, the personified moon playa a similar role in trying 

to reconcile heaven and earth within the soul of Prouheie i 

Je suis la de toutee parte on elle, hors d’elle, 
male la creature que j’aime, come alia ssiV qua ma 
luniero n’est propre qu’a son obacuritei 

File n’o plus r’en a fairs, elle n’est nes sans 
. CQC 3 Q occupde a renplacer ce que la vie lub ote. 
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File cede* elle veut bien, c’est moi qui auie 
la pour la aoutenir, elle salt* elle croit, elle 
est close* 

Elle est, pleine, elle flotte, elle dart. 

(SS, TT, U) 

After her days of suffering and trial, ^aueto l 4 ho ’h-ouhdae , dreams of 
regaining her lost happiness— a happiness found not on earth hut in heaven : 

•Apras tant de .lours meuvais . . . le oaradis retrouve . . . Jerusalem l" ( CTV, 

36-37) 

In a similar antic 4 potion, rouheze sees her happiness in Rodrigue’ s t 1oy 
«Mch will be gained only in heaven: "Non Pieu, Je ver-ai sa Joiet Je le verrai 
tree voua. • . ." (SS, H, 1U) 

The separation of Fauste considered s*. far has been a separation of duty; 
bar hvs K snd had a special mission and so was bound to leave hia wife. There is 
also a separation by distance. Fausta is an exile from her divided country of 
Pbland, The partition of her native land by lte greedy neighbors grieves her 
and she longs to be among its suffering people once more. ,J ot only is she 
aaparotod fr^m her huebond, but she is apart from her beloved people. Still, 
aha matures under this hardship, too, seeing in it, both a personal and c^ramnal 
aacr 4 fice holy ond pleasing to Fod: 

THeu l'a voulu ainai efin qu’entre l’Eet et l’Ouest, 

. . . la ou 1' Europe s’arrache en troia norceaux, 

H y ait un sacrifice perpetual et un people selon 
son coeur. 

'CTV, 50) 

The summit of Fausta' s resignation occurs when she finally sees tho vanity 
of her futile desire for union: "C'est en vain que la distance et le sort nous 
d’viaentl" ’'ithln her own heart, her Fhambre lntdrleure , she finds her husband 
oooa more; for there, they both are protected from the ravages of space and V me. 

Laeta: Tout est soumis au temps. 

Tausta: bccepte cependant ... 


Le coeur qui lul donne naissance. 


(CTV, 53) 
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Wherever her husband goes, Fausts is with him in spirit, sustaining his 

presence and existence, within her forever t 

Je n’ei qu'a rentrer dans mon coeur pour etre 
avec lul et qu'a former les yeux 

'our cesser d'etre on ce lieu od il n'est naa. 


H voyage, et je suis ici. % oh qu'il aille, 
c'est moi qui lui donno h manger et qui lui nermets 
de vl vre. 

(CTV, 5b) 

Thus, boos ration leading to a kind of renouncement releases parallel stream 
In Fsusta and In T5 rouh«we. The course of their love widens in suffering much 
■a the human heart dilates when wounded. Hot content to riople lightly in shore- 
bound shallows, it swings out to sea to sound deeper and stron er currents rising 
from divine souroea. 

The leit-motifs of the woman's self-donation, her realisation of her oersonal 
dignity and her instrumentality are co-releted in this second level of love. On 
the first level, woman was not free to give her corporeal being which she did not 
really possess, and so despised her own nothingness. On the second level, by 
her initially enforced renunciation of bodily pleasures, she is free to give of 
bar spirit, of her joy, of her light, and so, she exults in her resultant dignity 
and in her m’ssion to lead man to Clod. Consequently, the substantives applied 
to woman on this level are wholly lofty and lyrical. She is represented princi- 
pally in terms of the light image which occurs so frequently in Claudel.^ 1 Post 
often, the sun, chief source of light, is representative of God and Hie justice j 
duress, the moon reflects His mercy. This relationship is perceived in the 
von' s monologue scene in Ie foulier de fatin i 

^♦Theatre. II La Vill^ (Paris, 1910-1912), p. 261. As Lala leaves, ^esme's 
hoaw becomes filled with light and she tells him« "La porta quo j'ai ouverte pour 
aertir a empli ta chanbre de la lumidre de la lune." In L'Sohange, p. 215, louis- 
Lalne sees his wife es a "lighted lamp"* "Tu es ccmme une lampe allunee, et ou 
to as, il fait clair./ C’est pourquol il arrive que j'si peur et je voudrais me 
oacher ds toi." 
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Pauvre plan tel IJ'en a-t-elle pas eu assez tout 
le Jour a se defendre contra le sole 11? 

H dtait temps quo J' arrive £la lune] 

Dans cotte lumiere Toutaa los creatures a la 
fois, sont engloutis dans la miserioorde d' A. dona 1. 

(SS, n, Hi) 

The reflected light of the stars represents perfection for they participate 
in the sun's magnificence. Thus, Youheze, "fomme ensevelie dans la lumiere)" 
"l'aatre reginalj" "l'etoilej" "une splendide etoilej" appears as a be'ng sharing 
in the glory of God's perfection. Furthermore, stars have always been employed 
as guides, as indicators of direction. In her capacity ae "l'tftoile," then, 
Prouheze is to point out the way to God whom she reflects however obscurely. 

Fausta and her companions too, play the role of fixed stars, ever pointing 

out the true direction in turbulent seas: 

Au rebours du courant, 

Nous deneurons fixes, 

Reotiflant sans cssse la position. 

Le cap sur oe phsre cache'. 

(CTV, 77) 

In an effective syn esthetic Image, the light of the star also becomes the 

oily effective means of quenching the lover's thirst, and of refreshing his soul. 

Seule l'etoile qu'elle est 

Peut rafratchir an moi cette soif affreuse. 

(SS, I, 7) 

The Image of light ie applied to Fausta too, although in a different manner. 
As Prouhe e gradually lifted herself up to be Rodrigue's star, so Fausta 
gradually emerged from the night of her misunderstanding to the golden light of 
recognition. As she becomes aware of the vanity of wealth, homeland, and human 
leva, she takes on more light, much as the light increases in the dawning of a 
nsw dayt 


Or«me le ciel qui est rouge d'abord, puis 
violet, puis bleu, puls vert, et la couleur enfin 
de l'or inalterable! 

Tout ce qui eta it de la nuit en moi eat devenu 
came de l'or. (CTF, 6P) 
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Light floods her being as she rises towards Ood. 

7/omsn is also seen under the image of "l'huile," as one supplying oil for 
■in's burning wick of life* Considering Claudel's strong penchant for biblical 
l*®gery, "l'huile" might also represent the "oil of gladness" by which the bride 
draws her companions after her to the Lord; "Ood has anointed her with the oil 
of gladne8s * * * * After her, her neighbors shall be brought ... Into the 
tosple of the King." (Pe. UUsfi, 16) other references specifically portray 
hrouheze as "la joie," as a possessor and giver of Joys "elle contenait cette 
Joie." (SS, I, 7) As a giver of Jcy and preserver of life, woman becomes a 
•tronghold for man. If she remains faithful to her ideal of raising man up to 
thi divine, she becomes his guardian, his haven, hie recourse for arms, his 
•ource of defense, i'susta declares in no uncertain terms i 

Dieu ra'a poses ea gardleme. 

Moi qui auis faite pour 1' aider, vaie-Je 
etre son entrave? 

Moi qui aui a faite pour fctre son port, et son 
arsenal, et sa tour 

^aia-Je fctre sa orison? ... 

(C*”V, 56) 


Eausta's aoouse appears to be faithful, ac his purification would seen to 
111 in hie perilous mission and his nalnful separation from his wife. Rodrigue, 
hewever, requires a different type of purging. Egotistical to the core, ambi- 
tious and passionate, he must be emptied of himself before he can attain his end 
In God. His brotrier, the Jesuit priest, entreated Ood to show him the utter 
nouity of hia being when hia beloved is gone. In feeling Prouhdae's absence, 
la would thereby apprehend the loss of the divine.^ In desiring her, ho would 
thereby learn how to love someone other than himself, brouheze in turn would 


lpdartage de Midi (Paris, 19L8 ) j Mesa also discovers divine love by being 
ibendoned by YseTT 
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bring him to God. So, the dying nriest, offering hia life an his last Mass, 
pleads for the salvation of hia wayward brother even if it must be accomplished 
In an oblique manner. 

Apprenez-lui que Vous n'etes pas le seul a pouvoir 
etre absentl Liez-le par le poids de cot autre 3tra sans 
lui si beau qui l'appelle a travers 1' intervalle. 

(3S, I* 1) 

Prouheae, then, is "ce visage qui detruit la mort; B (SS, I, 7); for in 
viewing her face fixed on high, Rodrigue will eventually destroy the deadly 
seeds of eternal self-damnation within him. "hen she loads him to understand 
God's absence through her own, she becomes his cross which separates his body 
from his soul, nailing them apart on crossed bars of wood : 

Si je ne puis etre son pared? s, du no Ins je puis 
etre ss croixl Pour que son arae avec son corps y soit 
ecartelee je vaux bien oes deux morceaux de bois qui 

se traversentl 

(SS, n, Hi) 

Only by her self-styled role of "une Spee au travers de son coaur" (SS, 1,10), 
can JVouheae present Rodrigue-torn apart and rent assunder— to Ood and His mercy i 
"C'est olors que je le donnerai a Pieu deoouvert et dechire txmr qu M l le 
renplisse dans un coup de tonne 're. . . (SS, II, lU) 

Parallel to the figure of man who is seen as the faithful husband on this 

Kg * 

Mcond level, there is the theme of the faithful wife. Though Prouhbze floes not 
love Don Pelage, ahe does have a thought of horror in betraying him. 'Shan she 
■at with him in Dona Honoria's castle, she showed him respect, forbearance, 
fidelity, and finally, obedience. Her devoted service to Don Pelage is evidenced 
la his reminiscences of their early married life together. Then the couple first 
amt to Africa, Prouheze shared the perils of the voyage, th i false accusations 
levied against them. With sword in hand, she was at hia side during the tribal 
Attacks. In going to Mogador, she accepts his proposal to defend the fortress 
aith her very life and at the risk of her virtue. 7/hat is more important. 
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Prouheze acknowledges the Irrevocability of her marriage vovtb: "Oiau • • • 

WLeu . . • une fois pour toutes . • ., une fois }xxir toutes • . . ." (3S, II, U) 

The faithfulness of Faust-a is easily soon. In her cane, the question is not 
of her infidelity but of her possessive attitude which excludes rod or at least 
laasens Kis imprint upon her life. Still, as he faithful spouse, ^austa presents 
in interest* ng parallel with r Touher.o. Epithets characterise Fausta as potient 
«nd pensive, but she herself says that it is love that makes her so. "or love 
of her husband, she has become an ex 4 le and has become mistress of a large estate. 
The predicates eervir and obeir, echo her fidelity: 

Tt a quoi tou3 ces fruits de le t.er~e, 
si Je n'etais ici au milieu qui tiens la huche, 
ct le mculin, et le nressoir? et qui ordonne tout. 

(CTV, 55 ) 

eusta's concern w'th faithful service to her husband is particularly 
•treking, for she places it above love itself as its proofs "Heureux celul qui 
lime, male plus heureux celui qui sert et dont on a besoin. ..." (CTV, 1*9) 

Purther on in the Cantata , she asserts, "Quo Je serve, o' eat asses. . . ." ( CTV, 57) 
In such manner, love has been gradually purified in its journey from its 
first stages to the intermediate stage described so far. Its ohannols deepened, 
ita shores widened, it is soon to flow into ite limitless expanse of infinite 
love, ’’"hrough separation, reluctantly accepted and then embraced, both Thouhese 
ind 7 av.sta are purified. Farthly considerations of selfish pleasure arc rejected 
ahilo the lofty role of heavenly guide to their beloved is assumed by both. 

I 1 

Oanerally faithful to their coimaitmente, they ascend in dignity from base vessels 
of pleasure to become beacons of light, towers of strength and Joy, Instruments 
of purifying pain and suffering. The process of sublimation within Prouheze and 
Frosts, however, is atill incomplete, "or in a moment of weakness and desoair, 

Dona brouheze sent a letter to Rodrigue begging for deliverance. And "austa, 
•lthough in s state of readiness, does not renounce her husband forever in favor 


of spiritual espousals with Hod* The word of ultimate renunciation has not yet 
been uttered by either woman on the second level of love. They remain in a 

°ur?atory. 
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CHAPTER THREE 

THE THIRD LEVEL OF LOVE 

"TI ne demands it qu'une goutte 
d‘eau et toi, frere, aido-moi a lui 
dormer l'Ocdisn. • • • lee Etta smeres 
de l»exil. w 

(SS, TTI, 8) 

Silently, almost imperceptibly, the fresh, sweet streams, once confined to 
Inland ways, empty themselves into unknown seas to mingle with their brine and 
there, be wholly lost. So, human love grad tally changes into divine love as the 
sweetness of earthly pleasures gives way to the stinging salt of total renuncia- 
tion. Yet, in the end, all is gained with the gaining of divine love, for all is 
hold therein. 

While on the first level of love, pleasure outweighed duty, and on th* second 
level, the two oscillated for prominence, here, on the third level, charity is 
foremost. Salvation is the dominating goal and is pursued by all the protagonists. 
Rowever, the search for grace is not carried out in the same manner by all. Among 
the dramatic figures to be considered: Don Camille} Don Rodrigue) Dona IVouheze; 
and Heat*, there are various spiritual levels of aspiration. 

The relationship between the sexes has altered considerably) for now, woman 
it definitely regarded by man as his mesne of salvation. Man is seen as a weak 
figure desperately in need of a guide. Although dinging to temporal satisfaction, 
ha nevertheless, consents to be purified by the woman he desires. 

At the beginning of le Soulier de Satin, Don Camille appeared to be a ruthless 
individual, bent on attaining his will with Prouhese: 



Et moi, je vais etre si malhsureux et si criminal, 
oui, Je vale fairs de telles choaes, Dona Prouh&ze, 

Que Je vous forcerai bien de venir a moi, vous 
et ce Dieu que vous gardes si Jelouaement pour vous, 
conme s'il eta it venu pour les Justes. 

(33, I, 29, 30) 

When with her at Mogador, he did not hesitate to ship and torture her; never- 
theless, he is somehow gripped in her power. He does not deny Prouhezo' s words 
concerning her ascendency over him* "‘ton corps est en votre pouvoir raais votre 
sne est dans le nienl" (S3, ITT, 10) In fact, Camille readily recognizes her 
hold on him. He refers his salvation to her power despite her vehement disavowal 
of it* 

TYouheze: Avez-voua 1* impertinence de penaer qu'il y avalt 
en moi quelque chose qui fut fait speoialement 
pour vous? 

Camilles Ou sera it autrement le pouvoir qui me retient a 
vos pieds 

Et qui depuls dix a ns a' oblige h eoouter oe coeur 
en vous qui bat? 

(S3, III, 10) 

Don Camille realizes furthermore, that his salvation depends solely upon 
her sanctity. However, with penetrating lucidity, he sees that Prouhezo is not 
yet a saint even though she has parted with Rodrigue. In his view, she has re- 
nounced him in this world only to possess him more fully in the next. Paradoxi- 
cally, Camille urges Yrouheze on to perfect sanotlty by total renunciation in 
order that he at least may escape demotion. Desperately, he entreats her to 
attain the holiness destined for her: 

iYouheze, Je erode en vous l IYouheze, Je meurs 
de solf 1 Ahl cessoz d'etre une femme et lslssez- 
mol voir sur votre visage enfin ce Dieu que vous etes 
Impuiasa'n'te "a conienir, 

Et attelndre au fond de votre coeur cette eau 
dont CTeu vous a faTte le Vase 1 

( 3 S, in, 10) 

In regard to Rodrigue, long years of separation from Prouheze only served to 
bank the blaze of his desires. A letter from Prouheze, delivered to him in Ameri- 
ca ten years after it was written, fanned the smouldering embers to make them 
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flat* out once more. Hurriedly abandoning hie post which he had promised to de- 
fend until death, Rodrigue sailed to answer Prouheze'* long forgotten note. In 


Scene r '1ne of the Third hay, Rodrigue and r Vo uheae finally meet faee to face. 

It is clear that Prouheze Is in command both of Mogador and of herself } Rodrigue, 

«t the height of his career as militant conqueror, must only submit. At their 

nesting, they both know that they cannot belong to each other; nod will not 

permit their ran ion either in flesh or In spirit. Still, when rouh&ze asks 

Rodrigue to release her fro* her promise to him he Is reluctant to do so. He 

cannot accept the necessity of his having to face Ood alone t 

C’est 1* amour qul sprea t’ avoir lnterdlte a 
raoi en ce monde present 

Me refuse aucune promeeae pour 1' autre. 


Mala a quoi sort cet amour avare et sterile 
ou il n'y £ rien pour mo : 


(S3, ITT, 9) 


Still unable to bend iYouheze'a will, he too, as Don Camille, is reduced 
to hopelessly protesting his graat longing for her: "Prouheze, la ou tu es, 
intends ce crl deeesnsre' que depuis dix ans Je n'al cease' d' e lever vers toll" 

ITT, <5 ) T? ven to the moment of their departure, Rodrigue cannot comprehend 
the higher gift of grace offered Prouheze by her total sacrifice of him.^ 

Though all ho wants finally, is the delight of her presence and the comfort of 
her guidance, he acquiesces to her demand and allows her to return to the fortress. 
Bow entirely free, Prouheze goes to her death, leaving Rodrigue to work out his 
own freedom through suffering and total deprivation of the worlds goods. Cnly 
after many years, aged, infirm, and despised, was he finally ready to receive 
Prouheze’ s gift of God. 


^ Partage de Midi , p.-U7> It is woman’ 3 role to jolt man out of his 
lathery, to disturb Fim so deeply that he must seek out God. Tae' admits this 
role to Mrfsa: "C’est pour cels que les fames sont faites.” 
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Frere Leon: • • . On a retired autre chose quo Dieul 
Cta s enchaSne l'exacteurl Tout co qui 
en vous s ’accrocha it mise'i'ablement aux 
choscs une par une at success i venBnt 1 
C’est fini des oeuvres servilesl On a 
mis aux fers voa membrea, ces tyrans,~ot 
TTnfy "a qu'a respirer pour vous rerapllr 
de Pieul 

Bodrlguei ir oua coraprenea ce qua Je diesis quand 

tout a l’heure J'al reasenti obacurement 
que petals librel 

(33, IV, 11) 

Ideally, the third level of love involves total renunciation and final 
■operation from the beloved. In Meata’a esse, thia ideal la realised in factj 
for as a widow she can neither hope to rejoin her husband on earth, nor can she 
hope to be maritally united w^th him in heaven.^ Form follows content in the 
poetical presentation of hla a sance, for no allusion la made to hia appearance, 
character, or work. He ia ai.mply absent from the dramatic scene. Brief mention 
is made of the fact of hie death, as thia reference heightens the lyrical 
quality and dramatic tension of the verse. "L'oeil s'eat ferae," ‘eata recalls 
simply. (CTV, 53) Later, she ponders the moraentarinesa of life and its brief 
duration, since it vanishes as so much foan flicked away by breath in a class: 
n . • • ce visage . • . n'a pas plus de aolidlte que l'ecurne du vin aur une 
coups, que le souffle de oelul qui va boire ecarte." (CTV, 82) Her husband ia 
gone, never to return, and yet, she knows that now he can never be far from her. 
Hia death was necessary in order that their love might live. His aoul, linked 
to her9, roma’na her guide and her word. Beats halls him in undospa irlng faith: 
T,alut de nouveau, o toi qui m'aa quitteei" (CTV, 90) ’Then la eta indicates 
that all things are subject to time, Beats interrupts her to exclude absence 


170f all the Claudelian women, Violaine ( L*Annonce falte a Marie ) , ia the 
best prototype of r <eata due to her purity, self-sacrifice, and*“proximity to 
perfection. 
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from the domination of time. By her resignation and embrace of the divine will 
with regard to her husband's death, she finds that his absence is beyond time. 

She oan only praise the patient soul who waits for time's end. \irthemore, 
death has ceased to exist) as far as she is concerned, there ia no one left to 
die: "Tout eat fini pour moi de ce qui meurt." (CTV, 19) 

No longing representing a common clay re eotacle of sense pleasure for man, 
woman has risen to great heights through her ourifioation by the various demands 
of love. At the end of her nassage toward the infinite expanses of divine love, 
aha has realized the call of grace both for herself and for those whom she leads. 
Approaching divine purity, ahe must cast out anything that might mar her identity 
with it. Her feelings and emotions, her actions and reactions are purified with 
ever greater delicacy. This inner conflict ia seen particularly in Prouhfese, 
although fteata experiences it on a much higher plane. Thus, the culminating 
a actions of Is Soulier de >atln and La Cantata a. Trois Voix, include themes of 
■orality, asceticism, and mysticism. 

Having renounced Rodrigue even in spiritual union, Prouhbze still cannot 
understand Rodrigue's love for her, a married woman. Her angel explains that 
Rodrigue ' b sin in loving her would serve to teach hin desire) desire for her, 
and ultimately, desire for God. Going one step further then, Prouheee ponders 
the validity of human love* "L'honme entre les bras de la femme oublie Dieu." 

(SS, III, R) She ie made to see, however, that Ood could not condemn what he 
hfl9 created, end that God associates man and woman in His own creative work 
through their mutual love. The angel asserts that Rrouhese is destined only 
for ”odri rue's good, and that, as bait, she is to draw him to God. Reata, on 
the other hand, needs no assurance that human love is right and good. Oi the 
level which ahe hoe attained she knows that all of creation ia good, delightful, 
end blessed Just as its Creator ’"ho made it: "C'est la realite un instant pour 
nous qui eclot sous cea voiles fragiles et la orofonde delice a notre ame de 


toute chose que Bleu a faitol" (C7V, 2U) 

Nevertheless, 'eats recognizes the possible entanglement of human love if 
■an and wife exclude God from it. It is with this sentiment in mind that she 
can rise to the very heights and ask God to extinguish any light blinding her 
from the sight of Him: "Steins promptment cette lumiore qui ne me permet da voir 
que ton visage l n (CTV, 91) ' Experiences of mystical love such as these are 

generally not reached without much suffering and sustained sacrifice in e self- 
annihilating plan of a ace tic ism. But both Prouheae and 'testa are willing to 
undergo any amount of purification to hollow out and increase their capacity for 
grace, "'hile there are some substantives wh^ch incorporate this theme of purifi- 
cation, they are far outnumbered by bold, direct predicates which seem to connote 
the impression of self-purgation at one blow. First, there ia mention of the 
passion and the cross which gives the resultant suffering its religious signi- 
ficance.^® ’tens Prouhese vows to marry Rodrigue through the cross so that their 
souls would be united in death. Tteath itself is frequently mentioned In connec- 
tion with 'Youh&^e ' a act of renunciation: "Cette mort qui fera de toi une etolle, 
conaens-tu a la recevoir de sa main?" (S5, IT I, 8) 

In a more lyrical vein, Reate also sings of a life of sacrifice as a death. 

In the "Song of the Perfumes," she compares this living death to the fragrance 
emitted by a crushed flower. Ita scent becomes "1' off rands de la mort qui 
commence 1" (C7V, 81) The flower's quiet deliverance of ita own being is 

alluded to as a "sacrifice" in a l*eautiful melodic passage which evokes other 
aaorifioe-images of burning coals, incense, and offering: 

^-ft yheStre IT. La ville, sooonde version (Paris, 1910-1912), p. 300. Claudel 
often stresses EFfo value human suffering when it ia united to Christ's. 

(Ivor: "~'ost la douleur du Fils de l'^oome qui a voulu gouter et revetir notrs 
crime,") Anne 'tercore in L' Ann once faite a terle , p. 195, also s^es the value 
of the cross: "H n'eat pas de v^'vre, nais’ de raourir, et non point de charpenter 
la croix, nais d'y monter, et de donner ce que nous a vena en riant." 


0 sacrifice solennell cavite de l'encensoirl 
suarxms de touie la creation avant qua le soloil ait 
naru, qui fume vers lui an silence l 

(CTV, 81) 

Zn the thought of both heata and Youhdse, their living aaorifioial depth 
can lond but to a hieher life. Death will in fact, be defeated and will be 
resolved into life itself * 


... la mort so nerd dans la vie 
it la flour blanche du rintempe de toutes 
partes s'^vanouit dans le feu ilia ge comme 
une nor qui reaorl>e son ecuros. 


La mort qui n'a pas r^uasi.1 

(CTV, 83,95) 


'fare penitential aspects of asceticism are found in . r ’rouh&7.e * 8 words since 
she must expiate her former faults and sinful desires. Comparing her own state 
with Cod ' b groat purity, she yearns for total purification so as to be united 
w'th H’m more quickly: "Laisae-moi commencer oa penitence ... Imisse-noi 
n'avolr plus de oorps ... laiase-moi n'avoir plus de visage. . . ." (SS, ITT, 8) 
She '/earns for the cauterising flames of suffering wh‘ ch will bum out any 
Impurities^ still remaining within her: w . . • no me separe plus a jamais de 
C69 fla-nes dos'reesl** (SS, TIT, 8) She Tielcomes n la main meurtrfere" (SS,TTI,8), 
of 'odrigue for whan she is to suffer and die. 

,f ost of the predicates chosen by 'laudel to express n rouh£ze , s purif 4 cation 
•re evocative of sacrifice in the original biblical manner. Abraham, about to 
olunge hla knife *nto Isaac, can be visualised when Prouhe'se calls on odrigue: 
"lave ta main raeurtrierel sacrifie cetto chose qui cat a toil" (SS, ITI, 8) 


^L| Ann once faite a Mario (Paris, 1927), p* 135. Violaine also realised 
the need for a - “solute "puri tv: "Dieu eat avare et no permet qu'auoune creature 
soit flllurace,/ Sans qu'un peu d'impurete s’y consume,/ La sienne ou cello qui 
l'entoure, comme la braise de l'encenaoir qu’on attisel" 
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Further images of sacrificial fires licking at their victims are evoked by the 
predicates: fondrej devorer ; b ruler ; detrulre . 

lion, non, no ma ampere plus a jams is de r.es fla mm aa 
desiroesl H feut que je lour donno a fondre et a devorer 
cette carapace a'Treuse, il faut que mes liens brulent, ll 
faut que Je leur tlenne a detrulre toute mon af?reuse”cui- 
rasfie, tout cela que D eu n'a nas fait, tout ce roide boia 
d* illusion et de pech^, cette I dole, cette abominable pou- 
pdie que J’ei fabriquee a la plaoe de 1* image vivante de bleu 
dont ma chair porta it le sceau empreintl 

(S3, m, 8) 

Purification willingly choaen is acvocated by Youhdza both for herself and 
for Hodri gue whom she must guide. She wishes to be as a candle giving up its own 
being to banish the darkness t "Pendant qu'il aoheve en ce lieu obscur sa course, 
laiase-moi me consumer pour lui conmo une olre. ..." (33, in, 8) Beats, too, 

expresses the desire to be destroyed as a sacrifioe when ahe remarka in her "Song 
of the >ose"s "Ah, 1' important n'eat pas de vivre, meie de mourir et d’etre 
oonsomrael" (CTT, 2U) Active purgation eaeumed by self is counselled by rouhosa 
is she exhorts Rodrigue to be generous in suffer 4 ngt "Depoui lie- toil Jette toutl 
Donne tout afin de tout recevoirl" (S3, IU, 13) This type of purification ia 
aorc noticeable in Beats' a case, however. Her language ie equal to that of the 
greatest mystics intent on becoming nothing in God’s sight. Heath ia mentioned 
often, as it ia the dying to self or mortification which ia particularly 
necessary as the dark night of the soul. Beats has a vivid grasp of this truth 
when she states* "Plus une chose meurt, plus elle arrive au bout d'elle-racme." 
(C?*, 2U) 

In the ".Bong of Perfumes," there ere still more predicates which express 
the need of (tying in order to live. Incense can be prepared only if aromatic 
grasses are cut, only if the flower itself gives of itself. So, it ia only in 
like manner that the soul can lie freed to wend its way towards God, to be 
released as sweet fragrenoo in Hie sight. 
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Comment l'eriprit nous serait-il perceptible, 
l'ame elle-mene a l’nmo direote et perceptible, 

'a is cos fleiirn qui le d^agent en expiant 
et l’incens de ces herbes courses. 

(CTV, 81) 


A final image from this some song of keata alludes to the annihilation of 
self in order to be fructified, ’brer y flower has within itself the potency to 
develop a fruit, but for the fruit to be formed, the flower must be destroyed. 
Life too, must be annihilated in tine so that it can bear finiit in tinelessnoss. 


T .aeta: La fleur inseperee du fruit 
: eata : He la Vie tou jours la m&me 
Dans le temps aneantil 


(CTV, 70, 71) 


The starkest consequences of s°lf-eacr* flee are embraced by both 'h-ouheze 
and ^eata in generous correspondence to "od's call. Tn typical fashion, rouhiae 
impulsively asks for her immediate death once she recognises its vslueJ ,,T? rere 
il fsut fairs mourir cette pauvre creature vite et ne pas souffrir qu’elle soit 
si beta da vantage." (SS, ITT, 8) 

heata, already far advanced in the mystical way, acknowledges the deadening 
of her ssnnoe and the surging of the spirit within her* 

^oioi le soleil Mentot qui anparait pour 
se faire rendre teinoignage que la chair est morte 
et que 1* esprit vit. 

Et avant mans qu'll se soit montre, 

L’sme de la terre se d^gage et fume vers lui. 

(CTV, 79) 

~ecause of her faithfulness in corresponding to grace, Peats has begun, 

even on earth, to taste ita effects of peace and light in her soul. She exclaims 

as in ecstasy* " • • • Ah, quelle paixl quolle lumi&rel" (CTV, 61) Tn 

rarellel melodic verses, she with Laets compare the soul, thus fructified with 

grace, to ripened grains of wheat: 

Laeta: L’6rvi apsis, le grain plein de lait encore, 

Lourd et presque mur . 


Deata: L'ame sans support cjui penche, 
Lourde et presque mure. 


(CTV, U5) 
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Having detached herself fror. earth, Reata can now rim in the way of the Lord, 

and indoed, she dellghto in doing ao, for her whole being is set in motion by the 

eaters of grace which the Rhone River symbolizes r 

Je suis l'hote de ce fleuve ininterrompu. 

Et qu'il eat facile on ploin courent d'etre dlta- 
chef ot do ne tenir a rienl 


(CTV, 88) 


For Frouheae and oata, toe process of purification ia complete. After 
saining ’Rodrigue's permission to die, rouheze returns to ogador where she and 
Camille mean to blow up the fortress in order to keep It from the Moslem insur- 
gents. 20 The keeps to her previous dec' a ion of renouncing Rodrigue in spirit as 
well as in flesh when she bid him farewell forever. "Adieu done ici-bas l adieu, 
adieu, men bien-aimel Rodrigue, Rodrigue la-bae, adieu pour toujoursl" In this 
farewell, T*rovhhze speaks os if she were on oarth— lel-bas , at the some time that 
she ia in heaven— •le-naa, thus underlining her total renunciation. Her divinely 
appointed task of leading Rodrigue, however, has not ceased with her death. Che 
has led him to the shores of divine lovej and, as these waters have cured her, 
and have stripped off her earthly desires, so they will also deliver Rodrigue. 

Prouhbae: II ne demandait qu'uno gouts d'eau et toi, 
freVe, aide-noi d lui dormer 1' Redan. 

L'Anget ’Post-co pas lui qui l'attend de l'auti*e 

cote do cat horizon mystique ai longtemps 
Qui fut celui de la viellle huraanitd? 
roe envx que tu as tellement ddolrdes, ne sont- 
ce paV "ellea qui sent an train de te guerlr de 
Ta" tarre? 


(SS, III, 0) 


Rodrigue has but to follow Rrouhbze'o light reflected in toe moving waters 
to find his end in Rod: 


20y8e and Aaalric have a similar plan in be Partage -.j b -i .. 


.“rouhesei 


su 

i’our l*y tirer, comment fair®, na in- 
tenant quo tu n’a plus rnon coma onnne amoree? 

L'Anget Hon plus ton corps, roais ton re-let sur 

lea Jaux ameres de 1*6x11 , 

Ton reECet surges eaux mouvantes de 
1 ' ex 11 sans cehse evanoui et reforms'. 

<ftS, TTT,R) 

As final proof that norifioat-’-'o * a complete , there is the symbol o^ a 
nhanre in light by which the golden gleam of human love becomes snow white as 
d'vine love. In a mysterious fashion, woman is transformed bv the divine life 
within her. Rodrigue reoognlses the transformation in Rrouh&set "T'amour a 
aoheve son oeuvre sur tci, ma blen-alraee, et le rire sur ton visage a 6te reraplace' 
par la douleur et l'or pout te couronner par la couleur myst^rieuae de la neige." 
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tes, in, 13) 

This same light image is paralleled in a Passage of Ijb Ca ntata a Trois Voix 
in which I'austa extols the spiritual beauty of a woman going to meet her heavenly 
Father and Spouse. She carries with her a rich harvest, for she has died to 
self, and her flower is fructified. Kausta only recognises this white light, but 
'as ta is transfigured with it* 

Et voici le jour -ientot de la foane qui est 
raontde vers Dieu, rovetue d'une grande mo in son, la 
moisnon, qui rulsaelle de see epaules, 

Et dans le moment qu'elle uasse i son 'poux 

et a son Rare 

Oe qui eta it counts de l'or deviant comma de la 
neigel 

(CTV, 6B-69) 


^LVArnonce faite a Uarie, p. 93. Jacques perceives the change in Vi olaine: 
"Ah, ne tourne pas vers moi ce visas-* qui n’est plus de co mondel" 
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CONCLUSION 

Throughout these pages , the basis of relati nahip between pleasure end duty 
has been underlined in reference to the progress of love from concupiscence to 

po 

caritas, or love centered on God. Ao the individual gradually replaces 
sensuous drives with sublime desires, he becomes more cognizant of the duties 
basic to human dignity and consequently, he becomes ever more eager to relinquish 
urges not consonant with his higher aspirations, .bile this present work did 
not propose to study the dramatic motivation of the protagonists in their move- 
ment from pleasure to duty, it would seem that a brief consideration would be 
appropriate. 

Individuals, given intelligence and free will, must act from motives in 
order to fulfill their human capacities. This point is mentioned because 
criticism is leveled against some Claudelian characters who do not seem to act 
as individuals but as puppets, drawn along by the manipulation of their creator. 
Such criticism is not generally applied to figures in lyrical pieoes as Is 
Cant a to a_ ?rols Vo lx , for poetry tends to reveal insight and intuition of truth 
rather than the process of attaining it. Consequently, the figures of Lasts, 
f'austa, and 'eats are excluded here. 

Attention will be centered on Touhezej for it is she who advances through 
the three levels of love delineated, much more obviously than the others. The 
question may be asked t are her moral choices motivated, or ore they contrived 
to conform with the predetermined theme? 

Motivation is generally shown in drama by the character's gradual under- 
standing or enlightenment concerning the events confronting him. ’formal thought 

**>iordsn, op. clt ., (above note 2), v. p. Ui5, n. 75. 
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processes and events, intuition, dialogue, all reveal the character’s develop- 
ment, Tihile it is true that , we must not demand when we approach dramatic 
character, too limited or too immediate correspondence with character as we meet 
it in life, still it would not be unjust to criticise the use of a talking 
shadow, a constellation, or of an angel os a means to enable the character to 
develop, Thie situation exists in the case of "Youheae, It is the shadow which 
announces the '•spiritual marriage" of Prouhdae and Rodrigue* the constellation 
which reveals Prorheae's acceptance of hor husband's demand that she go to 'ogadorj 
it 8 the guardian angel which unfolds ^rouhese's Bestrician role to her. In 
mbs of these instances does Prouheae show by intuition, reason, reaction, or 
dialogue, her motivation to change from one pettern of action to another. She 
simply appears at each level or stage of readiness st seemingly arbitrary points 
In the drama, 

Aa a dramatic figure, FYouh&ae seena strained and rigid aa if she were confor- 
ming to a pre-arranged hypotheses which Claudel seta about to prove. Once the 
hypothesis is established, ’Youhaae marches on to its definable beat, while the 
possibility of grace's intervention mm precluded. The fact that Rrouheae de- 
livers her slipper to the Virgin that she may be deterred in her evil intentions 
at the same time that she is adamant in her determination to meet odrigue, indi- 
cates, perhaps, that ehe is powerless to act in her own right, °uppet-like, she 
seems to advance according to a plan imposed from wit' out, rsther than according 
to the dictates of her own inner being. Again, in the incident involving her 
decision not to see Rodrigue as he lay dying, there se as to be a ore-ordained 
plan directing the action. Her motivation is not indicated! her decision ia too 
abrupt and too definitive to be consonant with her previous passionate flight to 

23 f Jn a Zllis-Femor, Shakesoeare the Dramatist and other Papers fNew York, 1961), 
P. 22. 


57 


Rodrigue's bedside. The analogy of God using Youheze as bait on a fishing line 
is true enough within the play, but it does not leave room for true human emotion 
or reactions. Love cannot be separated from the lovers who experience its 
emotions, nor can persons be considered apart from their situations. 

Furthermore, it would seem to be a weakness in dramatic structure to allow 
exterior supernatural elements to direct the critical moments of a drama. Inhe- 
rent dramatic principles would thereby be violated. A fine Ehglish critic has 
stated: "So far as his characters allow him, a dramatist may express with a 
measure of directness his emotion and his poetic delight. But those larger infer- 
ences from his experience which we call his reading of life can only as we have 
said, be expressed, implicitly, in terms of character and event and the relation 
between the two."^ Consistent revelation by extra-human agents, the situation 
found in la Soulier do Satin, is far from being implicit. The same critio also 
maintains: "... the dramatist's is an impersonal art; its ways are secret and 
his thoughts are often hidden in those wavs."*^ Considered in this light, Claudels 
art is faulty. 

However, the cose for Claudel need not end with this Judgment. In L*Introdnc- 
tion a quelques oeuvres, Claudel himself said the following in regard to his works: 
"Tandia que dans la vie on croit que C9 sont les carocteres qui expllquent 1 ' action, 
ici c'est 1' action reglee d'avance qui imnlique les carocteres. So far, 
Claudellan drama has been considered as secular drama, but if it were looked upon 
as religious drama, the above Judgment would be altered. Religious drama may be 
described as: "a fora of drama in which the real focus is not the Tragic Hero but 


^EUis-Feraor, p. 10. 

25ibid. , p. 6. 

26ciaudel, les Cahlera des amis des Livres , I (1920), 17. 
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the divine background. ”27 The following principles of religious drama given by 
H. D. P. Kitto, can be discovered in Le Soulier de Satin! 


... it is a form of drama which can use naturalism, but can and 
frequently does set it at defiance; that it can draw character 
sharply, but does not exist in order to study and display character; 
it can indeed almost entirely dispense with character-drawing. The 
individual, however vividly he may be drawn, however complex and deli- 
cate may be the relatione between him and the other individuals in the 
play, never absorbs all our attention; he never, eo to speak, grows 
in hia creator’s hand. Religious drama contains gods aa well as men, 
and where gods are present they must take precedence. Only when the 
human drama in the foreground is seen against the background of d’vine 
action is the structure and significance of the play truly seen .2° 


Under these aspects, then, Prouhese is not free to be otherwise portrayed. 
Although she is a combination of contradictories, she is more or less forced to 
assume them by reason of the overall action and theme of the play. Claudel did 
accomplish what he set out to do—to show man symbolically drawn along by the 
ebb and flow of Cod' a divine love working subtly in its cosmic mystery. 


27h. D. F. Kitto, Form and Meaning in Drama (New York, n. d.), p. 231 . 
28 Ibid„ p. 238. 
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